Learning from visual images : an example from twelfth-century France. by Carlisle, Elizabeth
University of Massachusetts Amherst
ScholarWorks@UMass Amherst
Doctoral Dissertations 1896 - February 2014
1-1-1989
Learning from visual images : an example from
twelfth-century France.
Elizabeth Carlisle
University of Massachusetts Amherst
Follow this and additional works at: https://scholarworks.umass.edu/dissertations_1
This Open Access Dissertation is brought to you for free and open access by ScholarWorks@UMass Amherst. It has been accepted for inclusion in
Doctoral Dissertations 1896 - February 2014 by an authorized administrator of ScholarWorks@UMass Amherst. For more information, please contact
scholarworks@library.umass.edu.
Recommended Citation
Carlisle, Elizabeth, "Learning from visual images : an example from twelfth-century France." (1989). Doctoral Dissertations 1896 -
February 2014. 4415.
https://scholarworks.umass.edu/dissertations_1/4415

LEARNING FROM VISUAL IMAGES 
AN EXAMPLE FROM TWELFTH-CENTURY FRANCE 
A Dissertation Presented 
by 
ELIZABETH CARLISLE 
Submitted to the Graduate School of the 
University of Massachusetts in partial fulfillment 
of the requirements for the degree of 
DOCTOR OF EDUCATION 
September 1989 
School of Education 
@ Copyright by Elizabeth Carlisle 
All Rights Reserved 
1989 
LEARNING FROM VISUAL IMAGES 
AN EXAMPLE FROM TWELFTH-CENTURY FRANCE 
A Dissertation Presented 
by 
ELIZABETH CARLISLE 
Approved as to style and content by: 
Judith^ D. Speidel, Chairperson of Committee 
Forman / Member 
Michael L. Greenebaum, Member 
Craig S. Harbison, Member 
ilvQtt 
UJL 
Mari yw Haring-Hidore 
Dean, School of Education 
For Elliott 
ACKNOWLEDGMENTS 
The courage to undertake what has resulted in an 
interdisciplinary study came largely from three sources: 
Elliott Carlisle, whose faith in the project and 
enthusisam for the content never waned when, camera in 
hand, he journeyed with me through Burgundy and lived 
with me during the process of writing; Judithe Speidel, 
whose unfailing intellectual energy and optimism 
sustained me and whose ability to find meaningful 
connections among a wide range of subjects helped me to 
see the possibilities that lay in my own varied 
interests; and Craig Harbison, whose exacting scholarship 
draws upon fields beyond his own of Art History and who 
encourages his students to explore difficult questions. 
George Forman provided me with the perspective of the 
scientist and was unstinting in the time he gave me for 
consultation. Michael Greenebaum brought to my study his 
experience as an innovative educator and a meticulous 
reader. 
I must also thank Penelope Johnson for her support from 
the beginning of my research and her careful reading of 
the results, Arnold Klukas for his generous gift of time 
and resources, and Kristine Edmondson-Haney for her 
reading of my original proposal and posing important 
questions for the direction of the study. M. l’Abb6 Jean 
v 
Rodriguez kindly met with me on two occasions to discuss 
his church at Neuilly-en-Donjon. The reference 
librarians at the Univerity of Massachusetts and the 
Bibliotecques Municipales of Autun and Perpignan in 
France were unfailingly responsive to my queries. Mme. 
Brigitte Maurice, Director of the Mus6e Ochier in Cluny, 
opened the doors of the archives to me. I am grateful to 
Michael Camille for providing me with a transcript of the 
unpublished paper cited in this study. Finally, I wish 
to thank Gary Throop for his patient care in bringing 
this manuscript to its final printed form. 
vi 
ABSTRACT 
LEARNING FROM VISUAL IMAGES 
AN EXAMPLE FROM TWELFTH-CENTURY FRANCE 
September 1989 
ELIZABETH CARLISLE, B.A., SMITH COLLEGE 
M.A., UNIVERSITY OF MICHIGAN 
M.A., UNIVERSITY OF MASSACHUSETTS 
ED.D., UNIVERSITY OF MASSACHUSETTS 
Directed by Professor Judithe D. Speidel 
Visual images in the form of works of art communicate 
our deepest human concerns. There have been periods in 
the past when those images were seen as major vehicles 
for teaching and learning. One such period was that of 
the Middle Ages. In the twelfth century the majority of 
people were non-literate, but their lack of literacy was 
not an index of ignorance. Carved and painted images 
played a vital role in their education. An examination 
of these images and the milieu that fostered them, at a 
time when an individual's learning was not based on his 
or her literacy, uncovers specific ways in which images 
communicated. 
Whereas visual images are ubiquitous in the twentieth 
vii 
century, they have been relegated to a peripheral role in 
the educational process. Static images are seen as 
secondary to the text, purely illustrative in their 
function. Rapidly moving electronic images are a 
constant part of our environment, their purpose primarily 
to entertain or to sell, less often to teach. Recent 
studies in cognitive psychology and anthropology are 
returning visual images to a more prominent place in the 
learning process. Implementation of the results of this 
research, however, lags behind the findings; current 
efforts have been scattered and controversial. 
This study, in examining a time when static images 
presented issues of vital import to public view, and when 
people learned how to read those images, suggests ways in 
which complex thought may be made accessible at all 
levels of instruction to students of varying degrees of 
ability. 
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For the stone shall cry 
out of the wall, and the 
beam out of the timber 
shall answer it. 
Habakkuk 2:11 
CHAPTER 1 
THE DESIGN OF THE STUDY 
The value of visual presentation is no 
longer contested by anybody. What we 
need to acknowledge is that perceptual 
and pictorial shapes are not only 
translations of thought products but the 
very flesh and blood of thinking itself 
and that an unbroken range of visual 
interpretation leads from the humble 
gestures of daily communication to the 
statements of great art. (Arnheim Visual 
Thinking 134) 
Purpose 
This study explores the power and possibilities 
inherent in visual images that are implied in the above 
passage. It investigates ways in which, for people of an 
earlier culture, the visual image once occupied the position 
now given to the written word. Our emphasis on the ability 
to read and produce the written word has dominated 
educational systems for centuries. Education has come to be 
equated with literacy, and literacy with the written word; 
yet at present we are concerned with the system's failure to 
educate large numbers of students. An emphasis on basic 
skills is one solution to the problem; yet word and number 
literacy need not be the only goal for students graduating 
from high school, even those with minimal academic ability. 
In order to find new answers to old problems, it would seem 
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that we must ask different questions. For example, are 
there not multiple ways of knowing? Does the ability to 
think reflectively pre-suppose reading literacy? Is the 
discussion of readings (social studies texts, novels and 
poems) the only way to introduce students to the deeper 
significance of the events that make up their daily lives? 
Do not intuitions, feelings and emotions, among the 
responses evoked by visual images, play a substantive role 
in cognitive processes? 
One approach to finding answers for these questions is 
to look at a time and place when education was not 
necessarily defined by verbal literacy, when people learned 
without the ability to read. One such period is the twelfth 
century in Europe when literacy was still the possession of 
a privileged few; it would be, nevertheless, simplistic to 
describe the remaining majority as having been ignorant, a 
word that tends to be confounded with illiteracy in the 
twentieth century. Is there any evidence, however, that 
these people possessed conceptual knowledge beyond the 
exigencies of their daily struggle for survival? And if 
there is, how and what might they have learned? 
My answers to these questions must certainly be multi 
faceted, but it is the primary purpose of this study to 
explore ways in which visual images may have lent themselves 
to specific modes of thought: associations (making 
connections between apparently quite different phenomena) , 
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symbolic thinking ("seeing" layers of meaning), abstract 
thinking (conceptualizing from the particular to the 
general), and affective apprehensions (emotional and 
intuitive responses). in this study I demonstrate that the 
insights provided by an examination into the role played by 
visual images in the thinking processes of twelfth-century 
people have implications for present-day educational 
practices. 
Rationale 
The twelfth century offers an example of a time when 
learning for the majority of people was stimulated by 
sources other than direct contact with the written word. 
The paucity of documentation concerning the lives of 
ordinary people has contributed to a uniform conception of 
this majority of the population as ignorant, powerless, 
superstitious and passive in its relationship with the 
Church. The long-held convictions that all sermons were 
delivered in Latin, that lay people seldom went to church, 
that clerics were the sole designers of sculptural programs 
on church portals which were largely incomprehensible to the 
laity, and that the latter's communication with monasteries 
was almost nonexistent, have reinforced this view of the 
population-at-large.1 
An alternative perspective views the laity as 
heterogeneous, responding in varying degrees to a number of 
4 
sources for learning, sometimes questioning those sources, 
playing active roles in communal life, its celebrations and 
debates, all of which contributed to what Charles Haskins 
has described as the "twelfth-century renaissance" in his 
work of the same name. It is with this non-literate group 
that this study is primarily concerned. If one accepts this 
view, a study of the twelfth century in Burgundian France 
discloses a rich store of suggestions as to those human 
resources for learning that have been long neglected in the 
centuries preoccupied with verbal literacy. 
Although a chasm exists between our understanding of 
the universe and that of our medieval ancestors, there are 
significant areas where the views of the earlier pedagogues 
and current learning theorists are in harmony with each 
other. Those ancient dichotomies—reason versus emotion, 
science versus aesthetics, truth versus beauty—were fused 
for a time in the pre-scholastic Middle Ages and are once 
again felt to be false divisions. Psychologists are paying 
attention to the functioning of the right sphere of the 
brain, the sphere that some scientists believe to be most 
engaged with non-verbal experience. The anatomy of memory is 
once more a subject for scrutiny: how does experience 
reinforce memory? what does memory contribute to thought 
processes? 
Whereas one seldom finds static visual images occupying 
present-day school curricula, the 
a prominent place in 
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advertising industry sees them as powerful and persuasive in 
their own right, the text frequently occupying a 
supplementary position. Sometimes images appear in 
advertisements without text, their designers relying on the 
public's ability to "read" pictures, and to grasp their 
implicit as well as explicit meaning. On the other hand, 
static visual images in school curricula function primarily 
as illustrations of texts, whereas the medieval Church saw 
the image as an effective substitute for the written word. 
The sixth-century Pope Gregory I, in a statement often 
quoted in the later Middle Ages, asserted that "especially 
for the people, a picture is the same as reading" (Epistola 
XIII).2 Thus in both twentieth-century advertising and 
medieval art the message is often complex, comprising signs, 
symbols, narrative and iconic images. Advertising, however, 
exploits the images' powers of communication for commercial 
reasons, whereas medieval images use them to embody 
everyone's profoundest concern, the search for salvation. 
These and other conjunctions between two very different 
eras suggest that fruitful possibilities lie in the re 
examination of medieval teaching and learning in the light 
of present educational and psychological research. 
I believe that the significant points of comparison between 
our present-day culture and that of the twelfth century are 
the notable differences and help us to 
not overridden by 
6 
see the as yet- unexplored possibilities still available in 
teaching people to think. 
Visual images in the form of television and videotapes 
are now a resource so frequently used by teachers that they 
take them for granted. The careful contemplation of and 
reflection on individual works of art, however, have only 
begun to find a place in some classrooms with programs such 
as those initiated by the Getty Foundation.3 The word 
contemplation does not appear in most course descriptions 
and curricula designs, perhaps because it possesses a 
lingering religious connotation. Yet to observe carefully 
and to reflect on the significance of that which is observed 
(my definition of contemplation) is surely an activity to 
which all conscientious teachers hope to bring their 
students. 
A study of a period that is predominantly non-literate 
helps to isolate the nature and potential of alternative 
means of communication from the ability to read and write. 
This study focuses on the role of the visual image in 
twelfth-century teaching and learning, but one should 
remember that there are instances when one can not separate 
the impact of the spoken word from that of the visual image. 
It was the concern of the Church to bring to the Christian 
people the means by which they might achieve their 
salvation. Therefore, clerics set out to accomplish this 
goal by all means available to them: the spoken word, the 
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liturgy, drama and the visual possibilities that lay in the 
fabric of the church building itself. The mass, the 
Scriptures and the sermons that grew out of them are heavily 
laced with figures of speech, visual in their impact on the 
minds of the listeners; preachers were clearly aware of the 
power that lay in both mental as well as concrete imagery. 
Nevertheless, there are powerful stone carvings for which 
there are no verbal equivalents, such as the theophany of 
the central narthex tympanum at V6zelay, an abbey church in 
the north of Burgundian France. An attempt to fix its 
meaning in words is constantly thwarted by the dynamic 
nature of its tympanum. One may examine individual 
segments, describe their appearance and propose a subject 
for each one; yet the powerful impact of the whole: the 
vigorous, restless, striving effect of the lintel and 
encircling figures, culminating in the figure of Christ, at 
once moving and still, eludes description of the experience 
as a whole. It is an experience parallel to the epiphanies 
that James Joyce sought to achieve in his writing a sudden 
flash of insight into the essential nature of an object or 
an event.4 
Varied in theme and style, the portal sculptures 
nevertheless utilize a universal vocabulary accessible to 
all segments of medieval society. Similar representations 
on interior capitals, walls and sometimes even the vaulting 
multiplied the churchgoers' exposure to these images 
In 
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the twentieth century we are likely to overlook elements of 
our surroundings that we see daily. Moving, changing, 
flickering images compete with static images for our 
attention. The universal vocabulary of our world concerns 
our material needs and desires. (Coca-cola and Marlboro 
cigarettes are recognizable for what they are everywhere.) 
The universal vocabulary of the medieval world was concerned 
with spiritual needs, with the invisible. 
Studies such as this one do not result in findings 
based on statistical evidence, measured certainty. 
Nevertheless, I am convinced that an interdisciplinary 
approach to cultural problems of this nature generates 
questions and proposes answers that avoid the lop-sidedness 
of the specialist; it can also bring us closer to an 
empathetic understanding of the lives of ordinary people 
than can a study based on historical documents alone, 
documents, indeed, from the hands of the society's upper 
echelons. 
My exploration of the lives of ordinary people supports 
the following assumptions. One, the laity in twelfth- 
century France can not be characterized as a homogeneous 
population. Two, the Church, whether parish, monastery or 
cathedral, provided a communal center for the people and 
played a major role in various transactions beyond the 
administration of the sacraments. Thus it was in a position 
to influence substantially the inhabitants of the community 
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in which it was situated. Three, twelfth-century culture 
was saturated with sacred images, whether carved in stone, 
painted on the walls, enacted in the Mass, couched in the 
spoken word, sung in hymns or popular lays; such a 
prevalence of imagery, whether in the form of visual or 
aural experiences, would be unlikely to go unnoticed, the 
images' repetitions in numerous media suggesting their 
efficacy. 
The Burgundian portals reveal ways in which the Church 
taught and the laity learned. I base this hypothesis on 
three sub-hypotheses. One, the varying forms of depiction 
on the carved portals (gestures, narration, associated 
images, signs, symbols and iconic images) reflect an 
understanding on the part of the portal designers of 
differing ways of communicating ideas and emotions and the 
multiple ways in which people absorb information. Two, 
these combined forms made possible the presentation of 
complex ideas whose complexity may have been understood to 
different degrees by different viewers or grasped gradually 
after multiple inspections. Three, the Church's formal 
teaching through the liturgy and sermons and the 
popularization of Christian teaching in the form of drama, 
saints' lives recited in the vernacular, romances and songs 
together reinforced the laity's ability to learn from the 
carved images. 
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My conviction that this study is relevant for 
twentieth-century pedagogy is based on assumptions somewhat 
related to those hypotheses concerning twelfth-century 
people, the school now providing the communal center once 
occupied by the church. They are: 
(1) Verbal aptitude is not equally accessible to 
all people. Visual literacy provides an alternate 
source of learning. 
(2) While images are ubiquitous in twentieth- 
century modern cultures, visual literacy is not. 
Like the ability to read words, the ability to 
"read" complex images must be learned. 
(3) Ideas may be absorbed in multiple ways by 
means of visual images, whether static or dynamic, 
narrative or symbolic. 
(4) Schools possess as yet unexplored 
possibilities for teaching and learning, 
particularly through the medium of visual images. 
Sources for Study 
An underlying premise for this research is that visual 
literacy (the ability to "read" visual images) not only can 
function independently of the ability to read and write, but 
is also an integral part of thought processes. In support 
of this assertion, I search for evidence in the monuments 
and writings of twelfth-century France that sophisticated 
teaching and learning by means of visual images took place 
among the laity. Specifically I concentrate on the carved 
portals of the churches of Burgundy. I consider their 
composition and iconography in relation to the theological 
thinking and controversial issues of the time as expressed 
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in other media accessible to the general populace: sermons, 
the narrated lives of the saints and drama. Finally, I look 
for connections between these images and the pious 
observances of the laity. 
In order to uncover ways in which visual images 
shaped the thinking of the twelfth-century laity, I 
examine: (1) the studies of cognitive psychologists who 
consider the relationship among perception, concrete and 
mental images and thought, (2) anthropological works 
concerned with preliterate societies, (3) philosophical and 
linguistic discussions concerned with visual images and 
thought, (4) the works of social historians on twelfth- 
century France, with particular emphasis on the relationship 
between the laity and the Church, (5) primary documents 
recording laypeople's activities related to Church teaching 
(for example, pilgrimages), and (6) the field of art history 
for keys to the dating of the portals, the process of 
designing and creating them, their iconographic and their 
expressive meaning. 
Although the writings of both twelfth and twentieth- 
century scholars provide this study with essential 
information, the principal documents for my research are the 
carved portals of Burgundy. Robert Goldwater, in Art 
History and Anthropology: Some Comparisons of Methodology," 
argues that the arts are "primary documents": 
A work, or a series of works, exists... 
not only for its creator, but also for 
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its audience, whose vision it forms, so 
that its initial reality precedes and 
embodies ideas and feelings at least as 
much as it illustrates them. (10) 
The prominent position that the portals occupy on church 
fagades, the exacting, time-consuming labor that they 
entailed, and their presence on city, town and hamlet 
churches all attest to the position that they held in the 
minds of both clergy and laity. Their complexity carries 
their function far beyond the decorative carving found on 
many buildings of the modern era. Nor can they be compared 
to those sculptures whose purpose is primarily 
commemorative, those ubiquitous monuments to political 
leaders, war heroes and philanthropists of the nineteenth 
and twentieth centuries. 
While the portals almost invariably culminate in the 
figure of Christ, they also present the viewer with his 
specific teachings, Old Testament stories, events from the 
lives of the Saints and warnings of diabolic temptations. 
Position, juxtaposition, size, gesture, the overall 
composition—all communicate meaning, as does the symbolic 
vocabulary that was the common property of the masons, and, 
I argue, a learned language of the people. The lamb, the 
crossed nimbus, the fallen knight, the lion, eagle and ox 
carried the same significance for viewers whether they lived 
in Rome or Paris, in the Spanish mountain village of Taull 
or the tiny French hamlet of Montceaux-1'Etoile. 
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The current research of cognitive psychologists and 
anthropologists offers a means of assessing both the impact 
of these works on the viewer and the ways in which they 
reflect and contribute to the concerns of the society in 
which they were produced. Philosophers and religious 
historians provide a broad understanding of the aesthetic 
and theological issues that help to shape people’s responses 
to works of art. A sole reliance on written records for 
information concerning early periods in history eliminates 
the possibility of knowing anything about the thought 
processes of the vast majority of the population. 
Anthropologists have helped us recognize the multiple means 
by which people communicate other than with the spoken and 
written word. They also show us how to "read" artifacts as 
records of the people and the culture that produced them. 
Procedures 
I study the iconography (literal and symbolic meanings) 
and the expressive attributes of a number of portals from 
the point of view of the non-literate, but no_t—iqnorant, 
population, rather than that of the scholarly churchmen. I 
view the lay population of the twelfth century in terms of 
its relation to various degrees of learning. I analyze the 
Burgundian portals as reflections of specific concerns of 
the time and place found in both the teaching of the Church 
and the popular culture. I explore the church interior 
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decoration for evidence of images reinforcing those of the 
portals. I consider four aspects of the viewers' responses 
to these works: (1) the application of a habit of thought in 
which they see signs of the divine in the material world; 
(2) their tendency to make associations, fostered by sermons 
drawing upon parables and creating specific relationships 
between the Old and New Testaments; (3) the role played by 
emotion in response to the vigorously expressive quality of 
these sculptures; and (4) those behaviors that appear to be 
related to the preceding responses. The works of cognitive 
psychologists and anthropologists provide ways of exploring 
the role played by visual images in ordering and structuring 
thought, whether in the plan of the designer, the work of 
the sculptor or the head of the viewer. Semiotic studies 
shed further light on the ways in which visual images 
constitute a language. 
I am aware of the considerable breadth of such a study 
with its attendant dangers of superficiality and misleading 
generalizations. I hope to limit these dangers by narrowing 
my focus to church portals from one particular region in 
France, the province of Burgundy, and one particular time, 
the first half of the twelfth century. Whereas a number of 
Burgundian carved portals provide a broad base for my study, 
I examine a number of the churches in detail, the cathedral 
church at Autun, the large abbey at V6zelay and the small 
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churches at Neuilly-en-Donjon, St. Julien en Jonzy, Semur- 
en-Brionnais, and Perrecy-les-Forges. 
I am also conscious of the hazards of the inter¬ 
disciplinary approach that I propose. Natalie Zemon Davis, 
in her article "Anthropology and History in the 1980's," 
cautions against looking to anthropologists for 
prescriptions rather than suggestions, for "universal rules 
of human behavior" rather than relevant comparisons. She 
warns against another danger, particularly cogent for a 
study of the Middle Ages, and perhaps, in particular, the 
twelfth century: the tendency to "overstress system and 
consensus at the expense of change and conflict," to view a 
particular culture as stable and unchanging (274-75). 
Whichever discipline I turn to, I consider the ways in which 
the behavior described might be affected by the milieu of 
Burgundy in the first half of the twelfth century. 
Method of Analysis 
I base my methodology on the work of scholars in 
several disciplines, bearing in mind Davis's admonition to 
look for suggestions rather than prescriptions. A number of 
art historians provide me with varied ways of approaching my 
subject. Erwin Panofsky's approach to the study of 
Renaissance art ("Iconography and Iconology" 26-54) is 
useful in examining the medieval portals. While his system 
provides academicians with the ins truments of scholarly 
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research, it also parallels what must be a natural process, 
in a simpler form, that people undergo in examining visual 
images. First, what does one see in the simplest terms? 
This question asks only for rudimentary information: for 
example, I see a table behind which sit thirteen men who 
have dishes and utensils arranged for a meal before them. 
In order to arrive at this description, Panofsky says, one 
calls upon his or her practical experience. The next 
question is "what does this scene signify?" This time the 
conventions and traditions of the viewer's culture inform 
the viewer's response. In identifying symbols, stories and 
allegories, the viewer interprets the meaning of the work, 
unraveling, at least in part, its iconography. 
Panofsky identifies a third level in the viewing 
process in which one seeks the intrinsic meaning of the 
work, its discovery and interpretation the object of 
iconology, a word that he uses "wherever iconography is 
taken out of its isolation and integrated with whichever 
other method, historical, psychological or critical, we may 
attempt to use in solving the riddle of the sphinx (32). 
Iconography he sees as a form of analysis, iconology of 
synthesis; the former draws upon specific knowledge, the 
latter on what he terms "synthetic intuition." Panofsky 
cautions, however, that his "neatly differentiated 
categories...refer in reality to aspects of one phenomenon, 
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namely, the work of art as a whole," and the methods of 
approach, "one organic and indivisible process" (39) . 
If then I label the scene with the thirteen men behind 
the table as a depiction of "The Last Supper," I have moved 
into the province of iconography. When I bring to my 
contemplation of this work a twelfth-century sermon on the 
Eucharist or a contemporary heretical movement gathering 
followers in the region of the work of art, I have moved 
into the realm of iconology. Many scholars regard this 
latter pursuit with suspicion for its apparent subjectivity 
and potential irrationality and confine themselves to the 
first two levels. Others criticize disciples of Panofsky 
for what they find to be a narrow, mechanical application of 
his approach to iconographic meaning. I consider these 
issues in chapter four. I have described in some detail 
Panofsky’s method for uncovering iconographic meaning as it 
provides me with the important first step in answering the 
questions "What do we see?" and "What does it mean?". His 
suggestions for probing the iconology of these works sends 
me to historians and anthropologists, as well as art 
historians, to ask "What might it mean to individuals in a 
particular place and time?". I explore primary documents, 
but also the ways in which anthropologists such as Clifford 
Geertz and L6vi-Strauss deduce information about cultures 
from artefacts and ritual. 
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Another question important for this study is "How does 
the viewer see the work?", a query that leads to a 
consideration of the process of looking as a process of 
learning. Psychologists' studies of the ways in which human 
beings perceive objects and conceive ideas about them (a 
single process for Arnheim) helps me to propose answers to 
this question, as do recent works in the field of semiotics, 
an area explored by linguist Umberto Eco and art historians 
Meyer Schapiro and Frangois Gamier. Ernst Gombrich's 
theory of "the beholder's share" offers another approach to 
this question. Does meaning arise, not just from the 
identification of symbols and signs, but from the viewer s 
apprehension of the expressive rendering of the works as 
well? Responses to this question can be found in the 
writings of philosophers Susanne Langer, Nelson Goodman and 
the psychologist Rudolf Arnheim. Are there indeed several 
kinds of responses (rational, emotional and intuitive) that 
contribute to cognition? 
Thus I study the portals first for meaning, both 
iconographic and expressive, then look closely at the 
contemporary milieu in which they existed at the time of 
their creation; I search for reflections of communal 
concerns. I then consider how the portals may have been 
viewed by the laity and finally, I look for corroboration 
for my answers to that question in the activities of the 
people. 
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I discuss the works of all of the scholars mentioned 
above in more detail in chapters two, three and four. 
Chapters five and six comprise my examination of the 
portals. In the final chapter I consider the implications 
of this examination for the use of static visual images in 
present-day classrooms and possible future studies arising 
from this research. 
Definition of terms 
Visual literacy, in its apparent linguistic 
contradiction, demands definition. Whereas literacy 
concerns the knowledge of letters, the word visual here 
makes a metaphor of literacy that we must understand as the 
ability to "read" visual images. Furthermore, the medieval 
population needs to be broken into subclasses. As Jacques 
Le Goff observes, it is important "not to yield to the myth 
of an abstract collective individual" (Time, Work,—and 
Culture 29) . The traditional tripartite schema that 
appeared in medieval literature at the end of the ninth 
century and became a commonplace by the twelfth century, 
according to Le Goff, designates three groups: oratores, 
bellatores and laboratores— pray-ers, warriors and 
laborers (53). This schema is an ideal construct that does 
not reflect the fluctuations constantly occurring within 
medieval society, but it does designate accurately the three 
broad occupations within which medieval people functioned. 
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Le Goff observes that it is easier to identify the 
make-up of the first two social groups than that of the 
third, which comprises the entire remainder of the 
population (56). The pray-ers comprised the large numbers 
of clerics and nuns, both monastic and secular. The 
warriors, by the high Middle Ages, had provided the basis 
for a new nobility. The laboratores included men and women, 
rural and urban, farm workers, artisans and shopkeepers. 
Although it is clear that this group was made up of people 
with differing occupations and surroundings, as well as 
degrees of prosperity or poverty, one can conjecture that 
they are more uniform in their shared lack of word literacy 
than is the nobility.3 I use the term non-literate to 
describe the lay population in the twelfth century, most of 
whom could not read or write. There are, however, those 
people who fit Franz Bauml's definition of quasi-literate: 
those unlettered people who had access to another's literacy 
(246). (The term pre-literate applies to entire cultures 
that have not yet developed a written language, a term 
therefore that can not apply to the twelfth century in 
Europe.) Wherever possible and whenever relevant, I 
identify the particular segment of the laity to which I 
refer. 
Undoubtedly, I have asked more questions than I answer 
definitively, but it is my hope that the act of questioning 
of the fixed assumptions about the 
will unsettle some 
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relation between verbal literacy and the ability to learn 
and will point to pedagogical possibilities inherent in 
visual images. 
I believe that the deliberated use of visual images can 
function as both an alternative and a supportive means of 
bringing people to an understanding of and active engagement 
with complex thought. If indeed Arnheim's belief that 
"perceptual and pictorial shapes are...the very flesh and 
blood of thinking" is accurate, tapping those visual 
resources in concerted and systematic ways should provide us 
with new solutions to old problems. 
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Notes on Chapter 1 
1. See, for example, Emile MSle, preface, L'art religieux du 
xii^me si&cle en France (Paris: Librairie Armand Colin, 
1928)iii; Collin Morris notes these same misapprehensions in an 
inaugural lecture, Medieval Media: Mass Communication in the 
Making of Europe (The University of Southampton, 1972)4. 
2. "unde et praecipue gentibus protectione pictura est." 
The translations from Latin and French in this study are my 
own unless otherwise indicated. 
3. See Milton Esterow, "Changing the Look of Art Education," 
Art News April 1987: 112-19. 
4. The psychologist James J. Gibson writes that "knowledge that 
has been put into words or, similarly, into numbers can be said 
to be explicit. It is rather different from the knowledge got 
by direct perception,...and by pictures. Not all information 
about the world can be put into words and numbers, sometimes 
there are no words for what can be seen and captured in a 
picture" (Reasons for Realism 1982). 
5. See Georges Duby, The Knight, the Lady and the Priest, 
(New York: Pantheon Books, 1983) 260-61, for a discussion of 
the education of noblewomen and the contrasting fate of 
female cottagers. 
CHAPTER 2 
VISUAL IMAGES IN COGNITION AND CULTURE 
In recent years the subject of visual images, how we 
perceive them and what they say to us, has provided a 
meeting-ground for a number of disciplines, psychology, 
anthropology and philosophy among them. Semiotics, an 
offspring of the latter field, finds in visual images a 
language of signs and symbols. These disciplines enable us 
to consider the cognitive process, as perceptive 
experiences, as indices to cultural concerns, as reflections 
of the true nature of things, and as a means of discourse. 
A number of scholars including Nelson Goodman, Rudolf 
Arnheim and Umberto Eco draw upon several fields in their 
study of visual images. This growing preoccupation argues 
for serious consideration on the part of educators of the 
possibilities intrinsic in visual images for teaching and 
learning. 
A Note on the History of Attitudes toward Visual Image_s 
The controversy concerning the veracity and efficacy of 
visual images , whether referring to perceptions or mental 
formations, is an ancient one. As the psychologist Rudolf 
Arnheim points out, Plato had a profound distrust of 
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"ordinary perception" (Visual Thinking 8). Whether he 
considered the objects themselves to be imperfect 
representations of the archetypes or the process of 
perceiving as imperfect is not clear. His student Aristotle 
had some of the same misgivings, but also attributed an 
important function to the eye in empirical research —the 
means by which one observes the particulars that lead to the 
all-important universals. "The Greeks learned to distrust 
the senses," Arnheim writes, "but they never forgot that 
direct vision is the first and final source of wisdom." He 
cites Aristotle's belief that "the soul never thinks without 
an image"(10-12) . 
Mardi Horowitz, in Image Formulation and Cognition, 
traces the attitudes of later philosophers. Locke, he says, 
saw thought developing from the recording of images, which 
could be combined and recombined to form complex ideas; Hume 
added to Locke’s theory the need for a schema in which the 
order in time and position in space was preserved. In the 
nineteenth century Hartley introduced the idea of 
overlapping systems for representing thought, words in 
sensory quality, and images of the various sensory types 
(1834, 55-57). Hartley thus paved the way for early 
twentieth-century theories of imageless thought, and the 
controversy exemplified by the opposing positions 
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psychologists at the turn of the century, R.S. Woodworth and 
Edward Bradford Titchener. In an article of 1906, "Imageless 
Thought", Woodworth argues that the proponents of imaginal 
thought support their contention by logical deduction, 
whereas the proponents of imageless thought base their 
argument on concrete instances of its occurrences. He states 
that "imagery, when present, was but the clothing of the 
thought, and that a naked thought was fully capable of doing 
the work" (702). 
Titchener, on the other hand, writes three years later 
of his own experiences with mental images. He says of 
himself that he is as likely to think in terms of visual 
schema as in words (10). He emphasizes the potency of these 
images: "the visual pattern does not indifferently 
accompany, but is or equals, my gross understanding of the 
matter in hand" (13). He describes his visual images as 
impressionist notes, and his description of these notes call 
to mind figures painted by Toulouse-Lautrec or Degas. 
Whenever I read or hear that somebody 
has done something modestly, or gravely, 
or proudly, or humbly, or courteously, I 
see a visual hint of the modesty, or 
gravity or pride or humility or 
courtesy. The stately heroine gives me a 
flash of a tall figure, the only clear 
part of which is a hand holding up a 
steely gray skirt; the humble suitor 
gives me a flash of a bent figure, the 
only part of which is a bowed back....A 
great many of these sketches are 
irrelevant and accessory; but they often 
are, and they always may be, the 
vehicles of a logical meaning. (13) 
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Titchener's method is one of introspection, a method widely 
criticized in his time because of the growing preoccupation 
with empirical scientific research. He does not generalize 
from these examples, nor does he claim that all minds are 
prone to imagery; yet the precision and specificity with 
which he records his visual experiences objectify his 
introspections for us. Although his observations now find 
considerable support among psychologists, I have not seen 
any further investigation of his particular kind of 
"imaginal shorthand". Arnheim poses the possibility that the 
controversy over imageless thought may have been the result 
of a misunderstanding of the term image, perhaps conceived 
in the minds of those who claimed to think without images as 
"the sort of thinking known from realistic illustrations or 
posters (Visual Thinking 114). Titchener has managed to fix 
the "hints and flashes" that comprise images for him long 
enough to describe them. One wonders if their ephemeral 
quality eludes many people, causing them to reject the idea 
that mental images play a significant role in thinking. 
In his article of 1964, "The Return of the Ostracized", 
psychologist Robert R. Holt records the disaffection of 
scientists from the use of introspection as a source of 
information on normal thought processes. The answer then 
appeared to lie in behaviorism or psychoanalysis. "Imagery, 
attention, states of consciousness, and other such central 
concepts of the old era were anathemized as mentalistic' 
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and cast into outer darkness" (257). Although psychoanalysis 
makes use of the above concepts, Holt believes that, in 
their preoccupation with behavior, psychoanalysts and 
behaviorists failed to seek information from descriptions of 
the content of consciousness (257). For the behaviorists, he 
says, learning rather than memory, problem-solving rather 
than thinking, were accessible areas of study (259). In the 
1920's through the 1940's, however, two psychologists, Kurt 
Koffka and Wolfgang Koehler, began to study perception, 
their findings generating a school of thought which came to 
be known as Gestalt psychology. The Gestalt psychologists 
helped to legitimate the study of how people think and 
organize the random array of stimuli. They found people 
responding to these stimuli with synthesized, patterned 
responses. Koehler rejected the behaviorists' view that "the 
reaction of living systems to environmental factors is the 
only subject matter which can be investigated in scientific 
psychology" (17). He spoke of "a sensory scene rather than a 
mosaic of local sensations" (103). It is by means of the 
"segregation of circumscribed wholes" that we find meaning 
in the sensory world (139). 
Koehler posed an alternative explanation for the 
behaviorists' concept of the conditioned reflex, which, he 
believed "may be no more than a special case of 
association_the aftereffect of an organized process" 
(276-77). Memory results when connections are made, when the 
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matter to be remembered has been organized into a patterned 
whole: memorizing implies organizing, and the traces of 
those memories retain the organization as well as the matter 
to be recalled (270) . 
With the Gestalt psychologists' willingness to move 
beyond the measured certainties of the behaviorists, the 
groundwork for exploration of cognitive processes was laid. 
Their conviction that we respond to stimuli by organizing 
our perceptions meaningfully gives to human beings a more 
active, decisive relation to their environment than do the 
behaviorists. At the same time Koehler's assertion that the 
"principle of isomorphism demands that in a given case the 
organization of experience and the underlying physiological 
facts have the same structure" lifts this approach out of 
the realm of the purely subjective. 
The behaviorists' rejection of introspection as a 
legitimate avenue for research had barred mental images from 
scientific scrutiny. Holt's article attributes this 
"ostracization" to more than the work of the behaviorists. 
He blames what he describes as our "brass-tacks" culture 
skeptical, fact-oriented, scoffing at myth and religion 
for the paucity of attention to images, but he sees several 
developments that are bringing them back as subjects for 
serious consideration (262). He believes that the current 
interest in model-building, first undertaken by Freud, and 
the high-speed computer as an instrument of artifi 
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intelligence have helped restore thinking as a legitimate 
focus for study. "Thinking,” he says, "cannot be such an 
arcane, mystical matter if a machine can appear to think" 
(260). Holt accounts for the specific interest in images as 
coming, belatedly, from Freud's demonstration that 
consciousness is no longer a "necessary, defining property 
of cognitive processes" (260). There is also a growing 
interest in the sources of creativity and research into the 
effects of "marginal and subliminal stimuli" (260). He 
notes that anthropological studies are placing 
hallucinations in a new light as highly valued in many 
societies and therefore frequently found in "normal, healthy 
persons". In these and other examples, Holt points out, "the 
vehicle of the extraordinary recall is imagery..." (261). 
Finally, he looks forward to Piaget's work on images (not 
yet published in 1964), and sees it as a good sign when one 
of "the grand old men of developmental cognitive research" 
trains his mind on this once ostracized topic. 
Psychologists and Visual Images 
Jerome Bruner, in an article written in 1957, refers to 
the theory of a "stimulus-response reflex arc" as a 
"simplistic notion", but one "on which so much of American 
learning is based" ("On Perceptual Readiness" 139). With 
increased understanding of the physiology of the brain and 
nervous system, it is necessary "to think of the efferent 
portion of the arc acting back on sensory receptors to 
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change the nature of the stimulus that can get through" 
(140) . Bruner proposes a kind of "dialogue" between 
receptors and stimuli, in which both members undergo 
transformations as a result of their encounter. An intuitive 
statement of Picasso's in 1935 foreshadows this view of 
perception. When a picture is finished, he says, 
it still goes on changing, according to 
the state of mind of whoever is looking 
at it. A picture lives a life like a 
living creature, undergoing the changes 
imposed on us by our life from day to 
day. This is natural enough, as the 
picture lives only through the man who 
is looking at it. (qtd. in Ashton 27) 
Jean Piaget and Barbel Inhelder, in Mental Imagery in 
the Child (1971) , see perceptions as signal-producers, the 
intelligence transforming this perceptual material, 
producing images with a symbolic function, in this way 
creating "springboards" to thought (11). They do not wish to 
confuse image with thought. They see images as concretizing 
thought and stepping in when language becomes bogged down in 
"endless complicated circumlocutions" (380). In their study 
of children's thought processes, they see imagery as 
providing the children with the schema necessary for 
developing a systematic approach to the world. As the 
children grow, imagery makes it possible to anticipate 
transformations without the stimulus of direct 
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participation; in this way they begin to engage in abstract 
thought. 
The authors ascribe to images a mediating role between 
primary perceptions and verbally expressed concepts (10). 
While they do not believe that the image is an element of 
thought, they see both images and language as symbolic 
instruments which point to meaning and the former, "at least 
in spatial spheres, with more evident success than 
language..." (379). Images, they believe, compensate for the 
abstract nature of language which is governed by the social 
need to communicate. 
Thus Piaget and Inhelder ascribe to images a vital 
complementary role in abstract thinking . While they do not 
see mental images as capable of generating thought 
autonomously, they do concede that "without some semiotic 
means it would be impossible to think at all" (381). 
Allan Paivio considers images along with verbal 
processes as "alternative coding systems" (8). He sees these 
systems as performing frequently in conjunction with each 
other, but where a concrete or "thing-like" stimulus or task 
is involved, the more likely are memory images involved, 
whereas verbal processes, "less dependent on concreteness 
for their arousal and functioning," are called upon for 
abstract thought (9). The author describes visual imagery as 
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a parallel processing system, 
specialized for the storage and symbolic 
manipulation of information concerning 
spatially organized objects and events. 
The verbal system, on the other hand, is 
specialized for sequential processing, 
as in serial memory tasks, by virtue of 
its auditory-motor nature." (9) 
Paivio distinguishes between visual imagery and verbal 
processes in two important ways: he sees imagery as allied 
to concrete stimuli and tasks characterized by simultaneous 
processing. In contrast, he describes verbal processing as 
responsive to abstractions and temporal processing. 
Memory and Visual Images 
Many psychological investigations of visual images 
have been concerned with their facilitating of recall and 
recognition. Visual images as mnemonic devices were used 
frequently by the ancients. Plato expressed his distrust of 
the growing interest in writing among his compatriots in 
Phaedrus. He recounts a parable about Egyptian Gods in which 
Thamus the god-king of Egypt remonstrates with the god 
Theuth who has been boasting that his invention of letters 
will make Egyptians wiser and give them better memories: 
You who are the father of letters, from 
a paternal love of your own children 
have been led to attribute to them a 
quality which they cannot have; for this 
discovery of yours will create 
forgetfulness in the learners souls, 
because they will not use their 
memories; they will trust to the 
external written characters and not 
remember of themselves. (323) 
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A famous tale about the fifth century B.C. poet Simonides, 
re-told by numerous medieval scholars, records that, after a 
disastrous collapse of a banqueting-hall leaving the guests 
mangled beyond recognition, he was able to identify the 
bodies, having memorized their names and positions at the 
table. (Undoubtedly, he had stepped out for air at the 
fateful moment.) According to Martianus Capella, who told 
this story in the fifth century A.D., Simonides had learned 
"that it is order which sustains the precepts of 
memory....to be pondered upon in well-lighted places in 
which the images of things are to be placed" (Yates, 51). 
This use of mental "landscapes" or loci continued to be 
advocated through the Middle Ages and into the Renaissance, 
even after the arrival of printed textbooks. One such text, 
Ars oratoria, by Jacobus Publicus, was published in 1490. 
Four pages, each containing twenty-five illustrations of 
animals, some of them fabulous, were presented to readers 
with the claim that they could learn to hold these one 
hundred different objects in their mind in the given order 
(Piltz, 224). 
Recent cognitive research supports these ancient and 
medieval theories with a new understanding of the brain and 
neural system, as well as numerous experiments that 
demonstrate increased memory retention with the use of 
images. Paivio describes the various attributes of the 
ancient mnemonic systems which still hold true. In addition 
to Simonides' use of ordered arrangements in well-lighted 
places, there is the use of loci, or a series of places 
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along a well known route with which we associate the things 
to be remembered. He also finds in Tullius's Ad herennium a 
reference to rehearsal as a means of fixing images as well 
as strings of words in the mind. This work advocated the use 
of the novel or bizarre as "ordinary things easily slip from 
memory" (160). The underlying assumption of these mnemonic 
systems is that one joins the material to be remembered to 
concrete entities, which are then more readily recalled than 
abstract stimuli by themselves. 
Stephen Kosslyn (1983) found that "people remember 
objects more easily than pictures....The difference could be 
due to the amount of information in the image: one can 
presumably glean more visual information from a three- 
dimensional object than from a two-dimensional 
representation of it" (174). 
Stephen K. Reed cites a study by two Dutch 
psychologists (Sanders and Schroots, 1969) where the 
subjects' recall for a string of consonants and a random 
sequence of lights improved when the two sets of stimuli 
were intermingled rather than presented separately. 
All of these experiments demonstrate a significant 
contribution by visual images in facilitating recall 
recognition. 
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Problem-Solving and Visual Images 
Roger Shepard, in "The Mental Image" (1978), cites 
autobiographical accounts of ways in which mental images 
helped a number of thinkers to solve problems, among them 
the mathematician Michael Faraday's visualizing of "narrow 
tubes curving throughout space that rose up before him like 
things" in conceiving of electric and magnetic fields and 
the now famous claim of Einstein that he "very rarely" 
thought in words (126). He cites Coleridge's account, 
recorded in Brewster Ghiselin's The Creative Process (85) in 
which the poet uses almost the same words as Faraday's to 
describe the way in which "Kubla Khan" came to his mind: 
"all of the images rose up before him as things".*■ In 
addition Shepard poses the possibility that "imageless 
thought" simply represents one end of a continuum that 
ranges between the most abstract and conceptual to the most 
concrete and practical (130). On the other hand, images as 
concrete symbols may enter the realm of abstract thought. 
They do not depict the objects that they represent, but 
serve as notations or signs, visual aids to abstract thought 
(Kosslyn 179) . 
Shepard sees a close parallel between mental images and 
perceptual images as opposed to mental images and concrete 
pictures (130). He finds in both the mental and perceptual 
images what he calls a "deep structure," which I take to 
mean a structure evolving from the activity of perceiving 
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and then shaping in the resulting mental image. As opposed 
to the mental image, he believes pictures have only a 
surface structure. By the surface structure of a picture or, 
for example, a painting, I understand him to be referring to 
the paint itself, its colors, the brushstrokes, shapes, and 
their juxtaposition to each other. Nevertheless, I would 
argue that paintings have their own "deep structure" in the 
work's composition, which represents the abstracting mental 
image in the artist's mind that gave rise to the painting. 
Viewers then have the possibility of responding to both the 
surface and the deep structure of the work that they are 
contemplating. 
Having presented his theory as to the physical 
processes underlying mental images, Shepard addresses his 
first question: do these images play a significant 
functional role in our thinking? If mental images share the 
same structure as perceptual images, subjects should be able 
to respond to questions about objects whether they are 
perceiving or imagining them. He cites a number of his own 
experiments that demonstrated that there was no 
statistically significant difference between the two 
conditions. Shepard asked subjects to answer questions about 
compared objects when perceived and when imagined. The 
objects ranged from patterns of dots to familiar faces, and 
included spectral colors, musical sounds and distinctive 
odors as well. Recognition of similarities between pairs of 
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imagined objects or events showed no distinguishable 
difference from that of perceived objects (132). He further 
notes that the speed with which the subjects responded ruled 
out any theory "that those responses were mediated by 
verbally encoded processes" (131-32). 
Reed discusses the significance of research conducted 
by Lee Brooks in 1968 in which subjects were asked to 
perform simultaneously either two visual or two verbal tasks 
or a verbal and a visual task (149-52). The results 
demonstrated that the latter task was performed more 
effectively than the former, which suffered from 
interference, the conflict arising when the subject 
performed two tasks simultaneously using the same modality. 
The studies undertaken by Bruner, Kosslyn, Piaget and 
Inhelder, Paivio, Sanders and Schroots and Shepard offer 
concrete evidence that images play a dominant role in 
envisioning spatial lay-outs and relationships and at least 
an auxiliary role in most other forms of thought. Rudolf 
Arnheim, who has devoted much of his career to studying the 
psychological impact of art on the viewer, argues for a 
strong and persistent presence of visual images in thought. 
His definition of cognitive encompasses both simple 
responses to external stimuli and complex activities such as 
meditating on their significance. He writes, "By 
•cognitive' I mean all mental operations involved in the 
receiving, storing and processing of information: sensory 
38 
perception, memory, thinking, learning'* (Visual Thinking 
13). He underlines this statement with his assertion that 
"visual perception is visual thinking" (14). He sees no 
difference between percept and concept for he sees the 
process of perceiving as one of imposing templates upon the 
stimuli (27) . People then make sense of their sensory 
experiences by imposing structure on them. Images (those 
structured perceptions), Arnheim says, are mediators: "They 
hover somewhere above the realm of 'practical' things and 
below the disembodied forces animating these things" (135). 
As signs they operate as referents, not embodying the 
characteristics of that to which they refer; as pictures 
they embody characteristics of the subjects "at a lower 
level of abstractness than they are themselves." He gives 
as an example Mondrian’s "Broadway Boogie-Woogie," an 
abstract geometric pattern that nevertheless conveys the 
electric vitality of New York City. As symbols, images 
represent subjects that are of a higher level of abstraction 
than the symbols themselves (136-38). 
Arnheim forces us to hold up to the light our 
conventional notions about the relation of language to 
thought. Most significant for my study, however, is his 
insistence on the viewer's active role in perception, his or 
her finding in or imposing upon the material perceived 
organized structures, and his conclusion that "there is, 
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therefore, no difference in principle between percept and 
concept..." (28). 
Anthropology and Visual Images 
The psychologists discussed in the previous pages have 
scrutinized the mental processes involving images, whether 
concrete or mental. Anthropologists such as Claude Levi- 
Strauss and Clifford Geertz train their eyes on the exterior 
environment for clues as to what is going on inside the 
heads of the people living in that environment. Their 
concern with customs, conventions, language and artifacts 
gains significant access to the unrecorded lives of what is 
the large majority of people in the past and present. Their 
interest lies with the community rather than the individual 
and, whereas cognitive psychologists turn their attention 
inward, anthropologists discover in external events the 
thinking, beliefs and values of the group. This concern 
for social context attempts to compensate for the romantic 
movement's pursuit of the eccentric, the exotic, the lonely 
genius, and uncovers what holds people together and gives 
meaning to the daily round. 
The parallels that exist between present-day pre¬ 
literate cultures and non-literate cultures of earlier 
periods suggest ways of approaching the study of the twelfth 
century in France. Anthropologists’ research helps to 
illuminate historic periods in two ways: through their 
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recording of the thinking of unlettered people as 
articulated in conversations with field workers, and by 
their discovery in the art, artifacts, rituals and 
conventions, of the unspoken thought of those people. The 
former observations demonstrate that the ability to think in 
abstractions, to intellectualize and philosophize can 
flourish without the acquisition of literacy; the latter 
investigations help to establish the visual language of 
signs, signals and symbols that creates and communicates 
meaning for the people of a particular culture. 
Bronislav Malinowski, writing in the 1920's, stresses 
the need to study an individual culture as a totality: an 
"integral whole consisting of implements and consumers' 
goods, of constitutional charters for the various social 
groupings, of human ideas and crafts, beliefs and customs" 
(36). Such an approach points to the significant role 
played by works of art as integral rather than isolable 
manifestations of a culture. Malinowski, however, sees 
cultures as arising out of problem-solving behavior related 
to human beings' biological needs, an approach that falls 
short of comprehending all the forces shaping medieval 
cultures, or for that matter, those of the twentieth 
century. 
Clifford Geertz, in The Interpretation of Culture_s 
(1973), argues that anthropology is "not an experimental 
science in search of law but an interpretive one in search 
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of meaning (5). Its aim, he writes, is to enlarge "the 
universe of discourse" (14), a choice of words suggesting 
the transmission and reception of the messages that lie 
embedded in various aspects of a given culture. Of 
particular interest for considerations of visual images is 
Geertz's belief that it is impossible to draw a line between 
form and content, "as undrawable in cultural analysis as it 
is in painting" (Interpretation 16). "To study an art 
form," Geertz writes, "is to explore a sensibility," and 
that sensibility, he adds, "is essentially a collective 
formation" (Local Knowledge 99). Despite such words as 
discourse and collective, however, he does not hold a 
functional view of works of art in which they shore up 
society's rules and values. Rather, he believes that "they 
materialize a way of experiencing, bring a particular cast 
of mind out into the world of objects, where men can look at 
it" (99). Works of art are "primary documents", a phrase he 
borrows from Robert Goldwater, rather than "illustrations of 
conceptions already in force" (99). This belief argues for 
the power of art to instigate and shape conceptual thinking, 
rather than simply reflect it. 
Statements such as these not only help us learn 
something about the lives of people remote from us in place 
and time, but suggest ways in which works of art can 
function for people in this place and time. The title of 
Geertz's book Local Knowledge is a distillation of his view 
42 
that both the abilities to create and to respond to those 
creations are not inherent capacities, but rather, the 
result of the "general experience" that comes from living in 
a particular culture (103). "Art and the equipment to grasp 
it," he writes, "are made in the same shop" (118). 
Concerning the current interest among philosophers and 
anthropologists in semiotic investigations, he urges that 
they be conducted "in their natural habitat" rather than as 
abstractions, a criticism he lays at the door of L6vi- 
Strauss and Nelson Goodman among others. 
In chapter four of The Interpretation of Cultures, 
Geertz defines culture as "an historically transmitted 
pattern of meanings embodied in symbols, a system of 
inherited conceptions expressed in symbolic forms by means 
of which men communicate, perpetuate, and develop their 
knowledge about and attitudes toward life" (89). Geertz 
goes on to define the term symbol as "any object, act, 
event, quality, or relation which serves as a vehicle for a 
conception..." (91). He sees "the construction, 
apprehension, and utilization of symbolic forms" as "social 
events...as public as marriage and as observable as 
agriculture" (91). When activated by a religious response 
to "the perceived ambiguities, puzzles, and paradoxes in 
human experience," symbols serve to form an image of an 
ordered world (108). 
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Geertz s observations, based on his anthropological 
research, give to symbolic thought and its concrete 
expression in works of art a central position in the lives 
of all people, and removes art from the realm of the 
esoteric or 61ite. That it still may be regarded as such by 
many people in modern western society is more likely an 
indication of present-day disjunctions than fallacious 
thinking on the part of Geertz.2 His emphasis on the 
communal nature of artistic productions, however, does not 
mean that he sees the responses of all cultural groups as 
uniform and unanimous. He describes the ability to respond 
meaningfully to all forms of art as "variable among peoples 
as it is among individuals" ("Art as a Cultural System" 
108). Neither does he claim that all people in all 
societies order their world through religious symbolism 
("Religion as a Cultural System" 108-09 n. 33). 
Geertz's field work also has implications for studies 
of medieval culture: 
In Java, where I worked in the fifties, 
I studied a small, shabby inland county- 
seat sort of place; two shadeless 
streets of whitewashed wooden shops and 
offices, and even less substantial 
bamboo shacks crammed in helter-skelter 
behind them, the whole surrounded by a 
great half-circle of densely packed 
rice-bowl villages. Land was short, 
jobs were scarce, politics was unstable, 
health was poor, prices were rising, and 
life was altogether far from promising, 
a kind of agitated stagnancy in which, 
as I once put it, thinking of the 
curious mixture of borrowed fragments of 
modernity and exhausted relics of 
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tradition that characterized the place, 
the future seemed about as remote as the 
past. Yet in the midst of this 
depressing scene there was an absolutely 
astonishing intellectual vitality, a 
philosophical passion really, and a 
popular one besides, to track the 
riddles of existence right down to the 
ground. Destitute peasants would 
discuss questions of freedom of the 
will, illiterate tradesmen discoursed on 
the properties of God, common laborers 
had theories about the relations between 
reason and passion, the nature of time, 
or the reliability of the senses. And, 
perhaps most importantly, the problem of 
the self--its nature, function, and mode 
of operation--was pursued with the sort 
of reflective intensity one could find 
among ourselves in only the most 
recherche settings indeed. (Local 
Knowledge 59-60) 
What this brief description demonstrates, as does Carlo 
Ginzburg's sixteenth-century miller Menocchio in The Cheese 
and the Worms, is that philosophical debate is not the 
province solely of the intellectual 61ite.3 
Other anthropologists, for example Claude L6vi-Strauss, 
have made similar observations about the thought processes 
of unlettered people. In The Savage Mind (1962), he attacks 
the views of several of his colleagues, in particular 
Malinowski's, which see "savages” as motivated entirely by 
organic or economic needs, "the rumbling of their stomachs" 
(3). He demonstrates that, contrary to a long held 
conviction, "primitive peoples" are capable of abstract 
thought and prone to the pursuit of knowledge for its own 
sake. He describes elaborate classifications of plants made 
by people of the pre-literate cultures that he has studied, 
45 
classifying for the pleasure that comes from order (9) 
This demand for order, L6vi-Strauss believes, is one 
demonstration of the universal properties of the human mind. 
Another is the ability to think in abstract terms. He 
describes the tendency of the Chinook Indians to use 
abstract words such as "smallness" for "small", "badness" 
for "bad", and concludes that "richness of abstract words is 
not a monopoly of civilized languages" (1). He explores 
magical thought and refutes the idea that it is a naive 
groping towards scientific method, but rather a "well- 
articulated system" in its own right: 
It is therefore better, instead of 
contrasting magic and science, to compare 
them as two parallel modes of acquiring 
knowledge....[both] require the same sort of 
mental operations and they differ not so much 
in kind as in the different types of 
phenomena to which they are applied. (13) 
Rather than successive stages in the mind's development, he 
sees the existence of "two strategic levels at which nature 
is accessible to scientific inquiry: one roughly adapted to 
that of perception and the imagination [magic]: the other at 
a remove from it [science]...". He believes that scientific 
investigation, in whatever era, has two possible routes, 
"one very close to, and the other more remote from, sensible 
intuition" (15). 
It is the relatively recent work of anthropologists 
that has laid the groundwork for studies such as the 
historian Emmanuel Le Roy Ladurie's Montaillou_.—the—Promised 
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Land of Error and Carlo Ginzburg's The Cheese and the Worms. 
In his preface to the latter work, Ginzburg writes: 
Only through the concept of "primitive 
culture" have we come to recognize that 
those who were once paternalistically 
described as "the common people in 
civilized society" in fact possessed a 
culture of their own." (xiv) 
He finds absurd "the traditional thesis that ideas by 
definition originate always and only in educated circles...- 
-in the heads of monks and university professors, certainly 
not of millers or of peasants" (154-55). Ginzberg believes 
the source of popular culture to lie in the peoples' oral 
traditions "tied to the cycles of nature, and fundamentally 
pre-Christian" (112). Nevertheless, the sixteenth-century 
Menocchio was a reader as well as a miller, and therefore, a 
product of both the literate and non-literate segments of 
his culture.4 
Another attribute of non-literate peoples is the extent 
to which memory functioned as a repository for "involved and 
complex collective representations" (L6vy-Bruhl HNT 10). 
Lucien L6vy-Bruhl, writing in 1926, uses the term 
orelogical, which he points out is neither analogical nor 
alogical. "In prelogical mentality," he writes, "memory 
plays a much more important part than it does in our mental 
life" (110) . This highly developed art of memory he sees 
••both very accurate and very emotional” (110). Pre-logical 
thought can tolerate contradictions, the co-existence o£ 
alternatives that appear to the logical mind to be mutually 
exclusive (135). It is also heavily laced, he believes, 
with mysticism. Of visual images he writes: 
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To our minds, the most essential 
relation which a drawing bears is that 
of resemblance.... that which interests 
prelogical mentality above all is the 
relation of the semblance, as of the 
object represented, to the mystic force 
within it. (118) 
L6vy-Bruhl's study is concerned with twentieth-century pre¬ 
literate cultures; yet, in the closing paragraphs of How 
Natives Think, he asserts that our western, present-day 
mentality is also "rational and irrational"--"logical and 
prelogical" (386). As C. Scott Littleton notes in his 
introduction to this work, there is an "inherently 
prelogical core of Christian theology itself--that is, the 
notion that God is at once singular and plural, and can 
manifest Himself simultaneously as Father, Son and Holy 
» 
Ghost". He points out that from Abelard's Sic et non in the 
twelfth century to Aquinas's Summa theologica in the 
thirteenth, theologians were working to reconcile these 
apparent contradictions through the application of logic, a 
task ultimately doomed to failure (xliii). 
These anthropological studies of non-literate and pre¬ 
literate peoples alert us to the danger of assessing their 
thinking processes from the perspective of minds imbued with 
verbal literacy. While not all anthropologists agree as to 
how the mind works,3 the current generation (for example, 
Clifford Geertz, L6vi-Strauss and L6vy-Bruhl) agrees that 
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the capacity to deal with abstract, philosophical issues, 
the desire for knowledge for its own sake and the search for 
a meaningful order in the surrounding world are shared 
universal attributes. This separation of complex, abstract 
thought from the ability to read and write suggests that 
accessibility to the meaning of visual images should not be 
seen as the exclusive property of the literate members of 
any society. 
Philosophers and the Languages of Art 
A number of twentieth-century philosophers have 
addressed questions of cognition—of what does it consist? 
how does it take place? Although one might claim that such 
concerns antedate even Aristotle, a particular concern of a 
number of present-day philosophers is for the neglect of 
those aspects of human responses that are not defined as 
rational—intuition, feeling and emotion. 
Like Arnheim, Nelson Goodman draws upon several fields 
of inquiry in his thinking. A philosopher who has been 
concerned with cognitive studies, he is also committed to 
demonstrating the role that the arts may play in cognition. 
And like Arnheim, he sees cognition as encompassing much 
more than verbal thinking. "Under 'cognitive , he writes 
"i include all aspects of knowing and understanding, from 
perceptual discrimination through pattern recognition and 
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emotive insight to logical inference" (Of Mind and Other 
Matters 83). 
Goodman argues against the long-held idea that art is 
the exclusive province of beauty and science of truth. Both 
engage us in "new affinities and contrasts... new 
organizations, new visions of the world we live in" (5). He 
sees a false dichotomy drawn between emotion and reason, 
aesthetic and cognitive experience; "feeling without 
understanding is blind, and understanding without feeling is 
empty" (7). Goodman’s argument for the interdependence of 
the aesthetic and cognitive responses appears in an earlier 
work. Languages of Art (1976), in which he describes the 
aesthetic attitude as "restless searching, testing... less 
attitude than action..."(242) , words which may be applied 
appropriately to scientific investigation as well. "If we 
speak of hypotheses but not works of art as true", he says, 
"that is because we reserve the terms 'true' and 'false' for 
symbols in sentential form" (264). The title, Languages of 
Art, alerts us to his broader understanding of the term 
language, and the possibility of applying linguistic studies 
to other ways of embodying and conveying meaning. 
Susanne Langer, in a work of 1953, also argues that 
language has been falsely identified as the sole vehicle for 
reasoning: 
Because the prime purpose of language is 
discourse, the conceptual framework that 
has developed under its influence is 
know as "discursive reason".... But in a 
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broader sense any appreciation of form, 
any awareness of patterns in experience, 
is "reason"; and discourse with all its 
refinements...is only one possible 
pattern...(Feeling and Form 29). 
Langer borrows Clive Bell’s term, "significant form," to 
name "the one quality common to all works of visual art" 
(33). She goes on to say: "Art is the creation of forms 
symbolic of human feeling" (40). She examines the 
implications of these statements for the different artistic 
modes, and in the final section of Feeling and Form, she 
considers the power of symbols for their creators and their 
viewers or listeners. 
The import of an art symbol cannot be 
built up like the meaning of a 
discourse, but must be seen in. toto 
first; that is, the "understanding" of a 
work of art begins with an intuition of 
the whole presented feeling. Contem¬ 
plation then gradually reveals the 
complexities of the piece, and of its 
import. (379) 
Intuition she defines as "direct insight," and believes that 
cognition of form must first of all be intuitive" (378). 
She does not see intuition as existing separate from or even 
in opposition to logic, but rather as "the beginning and end 
of logic," a necessary ingredient of all discursive 
reasoning. Furthermore, unlike discursive reasoning, where 
the reasoner works through "lesser ideas...without a vision 
of the whole" to a complete understanding of the subject, 
"aesthetic intuition seizes the greatest form, and therefore 
the main import at once” (397). 
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Throughout Feeling and Form, Langer works to free art 
from the vocabulary of verbal discourse. Artists, she 
believes, are not saying something, they are showing, not 
demonstrating, but exhibiting, not communicating, but 
revealing, giving us "the appearance of feeling, in a 
perceptible symbolic projection" (394). Her quarrel with 
this language of discourse is that it introduces an 
additional step in the expression and apprehension of a work 
of art. It suggests the need to translate, a linear 
activity inconsonant with intuitive responses. She 
appropriates the word expression as a word that is free from 
the implication of reference that she finds in 
communication♦ Langer wishes to distinguish between the 
step-by-step linear process of reasoning through words and 
the immediate, all-in-one, sentient response evoked by 
visual images. That visual images ultimately can provoke 
thought that relies on the language of discourse is 
undeniable, just as—conversely—an image created by words 
can become a mental picture to be called up at will in the 
mind of the reader. If, to the non-philosopher, Langer's 
definitions may seem to be semantic hair-splitting, her 
argument provides us with a vantage point unhampered by our 
word-biased perspective. 
The Language of Signs 
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During the last few decades, philosophers' and 
linguists' interest in semiotics has deepened our 
understanding of the multiple ways in which we apprehend 
meaning in the world around us. In "Social Life as a Sign 
System," Umberto Eco states: "To communicate is to use the 
entire world as a semiotic apparatus. I believe that 
culture is that, and nothing else" (57). In Semiotics and 
the Philosophy of Language, he examines in detail various 
forms of semiosis: signs, symbols, metaphor and allegory. 
He considers a number of forms of the sign: the sign as a 
"manifest indication" of latent meaning: the footprints of 
Crusoe's man-Friday, the weather; the sign as gesture: 
emblems, street signs; iconic signs: diagrams, 
representational drawings and symbols (15-18). "The 
understanding of signs is not," he writes, "a mere matter of 
recognition (of a stable equivalence); it is a matter of 
interpretation" (43). Furthermore, he believes that the 
plausibility of such an interpretation is rooted in social 
habits. 
What is frequently appreciated in many 
so-called symbols is exactly their 
vagueness, their openness, their 
fruitful ineffectiveness to express a 
'final' meaning, so that with symbols 
and by symbols one indicates what is 
always beyond one's reach. (130) 
This passage implies that this very vagueness makes room for 
In the Middle Ages, however, it multiple interpretations. 
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was the responsibility of the Church "to explain the truth, 
to make it understandable, even to the illiterate" (149). 
Because of the unreachable nature of the symbol, Eco argues, 
"the symbolic mode had to be transformed into the 
allegorical one" (149). From this need arose the theory of 
the four senses of the Scriptures, a system ensuring that, 
despite the infinite possible interpretations of the 
Scriptures, "none of them annuls the others, each 
increasingly enriching this immense storage of meanings, 
where everybody can find what he is able to find according 
to his interpretive capabilities" (150) .6 
The Romanesque portals that I examine contain several 
of the modes for expressing meaning identified by Eco, and 
it seems likely that the designers of the tympana recognized 
the efficacy of varying degrees of comprehensibility in 
order to reach a large segment of the population. But is 
there not also the possibility that an individual might move 
from one mode to another, progressing from literal to 
figurative to symbolic, as he or she grasps the significance 
of each level of meaning? In another study, Eco stresses 
that "art was thought of in terms of intuition and feeling, 
in a culture for which intuition and feeling were 
fundamental attributes of mind, and therefore of the world" 
Itrt and Beauty 61) . Art and nature were approached in 
similar fashion. Both were "living storehouses of images" 
(61) . 
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The Medievals inhabited a world filled 
with references, reminders and overtones 
of Divinity, manifestations of God in 
things. Nature spoke to them 
heraldically: lions or nut-trees were 
more than they seemed; griffins were 
just as real as lions because, like 
them, they were signs of a higher truth. 
(53) 
He finds passages from a number of twelfth-century clerics 
that demonstrate this attitude toward art and nature: Alan 
of Lille, Honorius of Autun and both Richard and Hugh of St. 
Victor. In the latter's words from his In hierachiam 
coeleslem (PL II, 175, Col. 949): 
All things visible, when they obviously 
speak to us symbolically, that is when 
they are interpreted figuratively, are 
referable to invisible significations 
and statements... For since their beauty 
consists in the visible forms of 
things... visible beauty is an image of 
invisible beauty, (qtd. in Eco 58) 
One might argue that philosophical speculations such as this 
one arise out of the scholarly training of "bookish" monks 
such as the Victorines. The study of semiotics, however, 
uncovers the symbolic structure of all language and thought, 
the degree to which it is consciously understood and 
articulated varying from person to person. 
Semiotics, with its visual terminology of signs, 
signals, symbols and icons was for some time preempted by 
literary critics. That the visual arts are also languages is 
maintained by philosophers, linguists and anthropologists in 
the field of semiotics. Words that were once confined to 
literary criticism are now used to illuminate our 
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understanding of how images convey meaning. Paul Crossley 
writes of the connotations conveyed by medieval buildings 
("Medieval Architecture and Meaning" 117). Frangois Gamier 
discusses the presence of synonyms in medieval iconography, 
objects such as the crown, the throne, the sceptre conveying 
the same meaning; for meanings conveyed through 
relationships, he refers to the syntax within which the 
image appears (18-19). Joanne Deane Sieger identifies 
visual metaphors on the fifth-century mosaics of S. Maria 
Maggiore in Rome.7 
Although the terms symbol and icon frequently appear in 
iconographic interpretations, the semiotic approach to 
meaning has not been a major concern for the majority of 
scholars' discussions about works of pictorial art. 
Svetlana and Paul Alpers, an art historian and a literary 
critic respectively, explain this difference between the two 
disciplines in their article, "Ut Pictura Noesis1? Art 
historians, they explain, necessarily approach the visual 
arts from an archeological vantage point in order to 
establish the works' provenance (202). According to the 
Alpers, the former's concern with style is primarily 
historical, placing them within the larger context of period 
and place, while scholars of literature are concerned with 
style primarily as reflections of individual works and 
authors. "It seems an obvious fact," they write, that 
works of art are made by artists to be viewed, or better, 
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with viewer(s) in mind" (214). They claim that, as opposed 
to studies of the visual arts, literary studies are more 
cognizant of the relation between "work and perceiver and 
the corresponding relation between artist and work" (216). 
These observations are offered in support of their assertion 
that "art history has much to learn from literary criticism" 
(204) . 
The interest in semiotics reflects an interest in both 
sides of the discourse generated by works of art, whether 
books or paintings, poems or sculptures. Semiotics probes 
the question of how works of art are viewed, how understood. 
It distinguishes among the various ways in which visual 
images communicate: signs, signals and symbols. James 
Fernandez uses these terms in his article "The Mission of 
Metaphor in Expressive Culture."8 He notes that symbols 
vary according to their context, a caution articulated a 
number of times by Frangois Gamier in his study of images, 
Le lanqaqe de 11 image au moven age: signification et 
symbolique. 
Tropes in Visual Images 
In the above-mentioned article, Fernandez considers the 
contribution made by metaphor in various forms of 
expression. He points out that, whereas the presence of 
metaphor in local figures of speech has long been of 
interest to anthropologists, they have received less 
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attention as "organizing principles in inquiry," such as 
that provided by the term evolution (119). Fernandez 
outlines "the missions of metaphor" (123-25), among them 
those associated with ritual. "Metaphorical terms," he 
writes, "can be taken literally in ritual and made the basis 
of the rites. That is, metaphors are not only rhetorical 
devices of persuasion; they can also lead to performance 
(125). Ritual makes use of gestures, gestures whose meaning 
becomes familiar to participants through repetition in 
conjunction with particular words. Fernandez's identifi¬ 
cation of the metaphor's role in ritual suggests to me that 
a similar dynamic relationship may exist in those works of 
art that appear to be frozen ritual moments, such as the 
figure of Christ on the tympanum of Autun, his hands 
extended as for the bidding prayer to the faithful, and 
juxtaposed to the drama of The hast Judgment taking place on 
either side of Christ. The author illustrates his theory of 
metaphor in the following way: he begins with "the 
organizing metaphoric predication 'Life is a sacrifice' and 
then demonstrates the steps which lead to the metaphoric 
relationship between I and the body of Christ: 
(I: bodily appetites:: 
He: sacrificial lamb), 
(He: bread and wine:: 
we: our bodily appetites), 
(He : glorified lamb:: 
we: his body). 
_ .. fVlQ »t" iq transformed into "we , 
By this series of steps the I 
the animal into deity, resulting in "the final predication: 
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we are the living body of Christ,’ an identification of the 
social, the transcendent, and the corporeal" (132). 
In "The Metaphorical Process as Cognition, Imagination, 
and Feeling," Paul Ricoeur stresses the inseparable nature 
of those three human faculties. Productive imagination, he 
argues, gives birth to insight; "this insight into likeness 
is both a thinking and a seeing" (147). He stresses "the 
constructive role of imagination" (155). Feeling, he 
believes, accompanies imaging. Not to be confused with the 
physiological domination of emotion, feeling is an internal 
process resulting from thoughts about "some objective state 
of affairs" (156) . 
Its function is to abolish the distance 
between knower and known without 
canceling the cognitive structure of 
thought and the intentional distance 
which it implies. Feeling is not 
contrary to thought. It is thought made 
ours. (156) 
Imagination and feeling, Ricoeur believes, are not 
peripheral to the cognitive content of metaphors, but 
complete it (158). 
In an article from the same issue of Critical Inquiry 
that contains Ricoeur's essay, Richard Shiff relates 
metaphor to the experience of the visual arts. In its power 
to express or communicate, art, he believes, functions as 
metaphor and serves to link the viewer with a world that has 
been expanded by that art (108). He considers what we may 
learn from art: 
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the meaning of life's major and minor 
experiences—its cathedrals and its 
shoes, so to speak—is conveyed through 
a publicly accessible means of 
communication, an artistic technique, 
and is available to all who can 
interpret the work of art. The work 
becomes an object of shared experience, 
a cultural artifact, making the life of 
its creator available to all others in a 
form that is theirs. By such means the 
individual overcomes his isolation, 
cultural bonds are established, and we 
speak of art as representing an ordered, 
ideal world. (116) 
It is through "medium or metaphor," he argues, that private 
experience finds expression accessible to the public. 
All of these scholars have found avenues for exploring 
visual images as carriers of meaning. Having been banned 
from serious study for a time as "mentalistic", images have 
attracted the attention of psychologists, anthropologists 
and philosophers, the latter particularly in the field of 
semiotics. The psychologists here reviewed do not always 
agree, but they all ascribe to visual images a role in 
thinking, whether as an assistant to abstract thought, as an 
alternative to verbal processing, as a mnemonic aid or "the 
very flesh and blood of thinking itself." 
The field work of a number of anthropologists has 
gained access to the thought processes of non-literate 
people, demonstrating that sophisticated modes of thought 
are not dependent on literacy; furthermore they find in 
works of art "primary documents" rather than mere secondary 
reflections of established conceptions. 
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Philosophical inquiry has done much to establish visual 
images as a language, and the responses that they evoke, 
which philosophers believe draw upon senses and feelings, 
along with reason, as cognitive activities. This interest 
in the linguistic nature of visual experience has attracted 
the attention of literary critics who bring to the subject a 
vocabulary associated with letters—tropes such as metaphor 
and simile. This vocabulary underlines the extent to which 
visual images call upon cognitive activity in the viewer. 
All of the studies discussed in this chapter contribute 
to a greater understanding of how works of art may be seen 
and understood by their viewers. The possibility that 
substantial learning from visual images took place in the 
twelfth century helps us to reassess the lives of non¬ 
literate people of that period. Such a possibility poses 
further possibilities for the twentieth century. If indeed, 
as Schiff suggests, the language of art bridges the world of 
individual experience and that of the community or culture, 
if the artist serves to make visible the invisible world of 
thought, imagination and feeling, then access to these 
images and to their meaning offers the viewer a richer 
interior life and more meaningful contact with the external 
world. 
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Notes on Chapter 2 
1. Ghiselin recounts similar experiences described by 
scientists, mathematicians, writers, artists and musicians. 
2. Among such disjunctions are the perceived split between 
arts and crafts, arts and sciences, and the increasing 
appropriation of works of art by private individuals and 
corporations as opposed to public museums. 
3. The Cheese and the Worms is based on court records 
concerning the alleged heresies attributed to Menocchio. 
Possessing an irrepressible love of debate, he was 
eventually executed as a heretic. 
4. Although there were far less likely to be readers among 
the peasant class in the twelfth century, it would be a 
mistake to view the segments of medieval society as 
separated, isolated cultures. Certainly there were oral 
traditions dating back to pre-Christian times, but there was 
also an aggressive commitment on the part of the Church to 
reach the people in multiple ways, which I consider in the 
next chapter. 
5. C. Scott Littleton, in his introduction to How Natives 
Think, describes L6vi-Strauss as a "cognitive absolutist," 
"committed to a single, all-pervasive model of how the human 
mind works" (xxxvi), whereas he sees L6vy-Bruhl as "a 
thorough-going comparativist" (xxxiv) "committed to the 
proposition that there are multiple (or at least two) 
modes..." (xxvi). 
6. I discuss this system in the next chapter. 
7. See also Mark Roskill and Craig Harbison, "On the Nature 
of Holbein's Portraits" (Word and Image 3(Jan-March 1987) 
for an illuminating discussion of metaphor and simile as 
applied to the artist’s intention and the interpretation of 
paintings. 
8. The terms vary according to the writer: for M^tance, 
Arnheim, as discussed earlier in this chapter, refe 
signs, pictures and symbols. Charles S. Peirce 
distinguishes between signs as symbols and icons_(Coll- 
Papers II, Bk. II, Chap. 3), the former drawing upon 
arbitrary, conventional uses, the latter possessing 
similarity with the signified. Umberto Eco subsumes all 
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semiotic entities under the term sign. which he then 
separates into five categories: sign as indicator, gesture, 
symbol, icon, and instruction (15-17). 
CHAPTER 3 
ART HISTORY: TRADITION AND REVISION 
Is it possible to know with any degree of certainty the 
effect that the monumental sculptures on medieval churches 
had on the people who passed by them? Did they even see 
them? If so, just what did they see, and what did they 
think about them? No written record has yet emerged that 
provides direct answers to these questions. It is, 
therefore, a subject that has been banished to the realm of 
romance and fictive speculation as in Henry Adams' Mont St. 
Michel and Chartres or Fernand Pouillon's The Stones of—the 
Abbey. And yet it is a subject of vital interest for those 
who want to understand more about the power of these visual 
images at a time when they were accessible to the public-at- 
large and the written word was not. 
The study of medieval visual images has been chiefly 
the concern of the art historians. Art history, as it 
evolved during the latter half of the nineteenth century and 
early years of the twentieth, became primarily the province 
of connoisseurship: attribution, dating, establishing 
authenticity. But such an approach does not provide the key 
to the impact of the great portal of V6zelay on the 
thousands of pilgrims who passed beneath it on their way to 
view the relics of St. Mary Magdalene. 
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The "New" Art Historians 
Although it would be a grave misrepresentation to say 
that no art historians until the 1970s were interested in 
the social impact of works of art, recent developments in 
the field of art history have made it more feasible to think 
of pursuing such a study than it was prior to that decade. 
An examination of some of the developments and issues 
involved in what has come to be called "the new art history" 
points to possibilities for addressing the questions at the 
beginning of this chapter. A number of journals have 
appeared during the last two decades that reflect these 
developments: The Journal of Interdisciplinary History in 
1970, Representations in 1983 and Word and Image in 1985. 
The editors' statement inaugurating Representations 
expresses the spirit that suffuses these endeavors. They 
declare their desire "to encourage a new community of 
scholarship among all who explore the way artefacts, 
institutions, and modes of thought give a heightened account 
of the social, cultural and historical situations in which 
they arise" (Bann 27). Sample titles from various issues of 
these publications give one a sense of the range of 
interdisciplinary investigations that this endeavor has 
produced: "Philip II and the Art of the Cityscape," 
"Picturing the People: Images of the Lower Orders in 
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Nineteenth-Century French Art" and "The Images of Pictures 
and Words." 
This desire to adapt methods from other fields to the 
aims of historical research, however, has created dissension 
within the disciplines. Richard Bernstein, in his coverage 
of the American Historical Association meeting in Washington 
in the New York Times (January 9, 1988), stressed the 
division between the "old" and the "new" history, the "old" 
represented by an adamant minority of historians. Another 
Times article (December 20, 1987) discussed similar 
developments in the field of Art History. The author, Grace 
Glueck, described the schism that has developed between 
traditional and revisionist art historians: the former 
represented by Hilton Kramer who decries "the destruction of 
connoisseurship," while a spokesman for the latter group, 
Timothy J. Clark, describes art history as "an 
undernourished and troubled discipline" (23). Critics 
characterize the traditional camp as confined to matters of 
provenance and aesthetics, whereas critics of the 
revisionists see them as primarily interested in socio¬ 
political issues as they illuminate iconographical 
interpretations of works of art. Glueck noted the extent to 
which the division between "old" and "new" has created 
serious rifts in university departments: failure to give 
; tenure to revisionist scholars, resignations and unresolved 
rancor. 
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In an editorial statement titled "Crisis in the 
Discipline" for the winter 1982 issue of Art Journal. Henri 
Zerner describes "a deep ambivalence" in traditional art 
history. He sees a vacillation between the view that art, 
in its universality and "absolute autonomous value," 
transcends history and a "belief in facts that can be 
ascertained as the basis of definitive explanation" (279). 
Zerner goes on to say: 
The new art history promises to be 
much more thoroughly historical than the 
old, because it believes that art is not 
purely aesthetic, but that it has many 
functions and that these functions are 
not simply peripheral or even 
detrimental, but an essential part of 
its nature and meaning. (279) 
Zerner's final words are for connoisseurship, which he 
concedes is essential for any serious art historical study, 
but needs to be rescued from the clutches of the 
marketplace. 
A collection of essays titled The New Art History, 
published in 1988, explores the growing diversity within the 
revisionist camp. Stephen Bann's essay, "How Revolutionary 
is the New Art History?," endorses "a new interdisciplinary 
synthesis, in which historians, philosophers, literary 
scholars and anthropologists can also play a part" (27). 
Charles Harrison's "Taste and Tendency" cautions art 
historians not to surrender their autonomy, an autonomy 
arising from the particular nature of works of art that can 
not be explained in terms of social anthropology (81). Tom 
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Gutton, in "New Lamps for Old," attacks what he terms 
"reflection theories" based on the conviction that ideas 
exist apart from their expression. Instead, he poses the 
view that what people do and make produces "value systems, 
beliefs and ideologies, rather than reflecting or expressing 
them" (70) . Margaret Iverson examines the work of Ferdinand 
de Saussure and Charles S. Pierce in semiotics as a means of 
approaching the important issue: "how visual signs produce 
meaning" (82-94). Another article, by Michael O'Pray, 
objects to the new art history's all-absorbing preoccupation 
with social history and their over-emphasis on intellect- 
ualization to the exclusion of aesthetic, affective 
considerations (125-32). The extent of the upheaval within 
the field of art history is a reflection of profound 
philosophical changes underway in a number of disciplines, 
changes that should eventually contribute to a re-shaping of 
curricula at all levels of learning. 
Thus the new art historians, while seeing rich 
possibilities in the methods of other disciplines, are also 
asking questions about the particular nature of the creation 
of and response to objects of art. They attack traditional 
art history where they find a process of ossification 
setting in, such as a cataloguing approach to Panofsky's 
identification of iconographic meaning, or a lop-sided 
formalist analysis of a work of art that ignores meaning and 
revels in line and color, or the collaboration of art 
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connoisseurs with art dealers. Borrowing methods from 
social history, psychology and anthropology raises the 
possibility of learning more about the impact of art within 
both pre- and non-literate cultures. It also frees art from 
its associations solely with privileged, esoteric circles. 
Its turning away from the specialization of a traditional 
Renaissance scholar, for example, provides an approach more 
suited to an era such as the Middle Ages, when the identity 
of the individual artist was of secondary importance. The 
meaning of the images on the V6zelay portal emerges more 
fully with this expanded methodology than with traditional 
concentrations on dating, style and iconographic inter¬ 
pretations alone. 
Nevertheless, one cannot begin to assess the experience 
of the V6zelay portal for the medieval pilgrim without 
recourse to iconographic study, nor can one conjecture as to 
the reasons for the designer's choice of subject without 
having first arrived at a plausible date for its conception 
and execution. If one believes, as I do, that form and 
content are inseparable, stylistic analysis is also 
important. Thus it seems clear that any serious study of 
medieval images cannot leave traditional methods behind. 
The "new" art history, on the other hand, has evolved in 
response to new questions that scholars are asking, in 
particular those related to the social context within which 
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the work of art was created. But is the "new" art history 
all that new? 
Art History and Tradition 
W. Eugene Kleinbauer, in his introduction to Modern 
Perspectives in Western Art History (1971), divides the 
various art historical methodologies into two groups, which 
he labels "intrinsic and extrinsic perspectives" (37). 
The iconographical approach Kleinbauer terms intrinsic; yet 
he believes this approach leads "directly into extrinsic 
approaches when it seeks to explain the content of art" 
(52). This latter pursuit he identifies as iconology. 
Iconologists seek to discover and 
interpret the many symptoms together in 
relation to the work of art. In 
endeavoring to penetrate the links that 
are assumed to exist between image and 
thought, they value the work of art as a 
document of the master's personality, of 
essential attitudes of the human mind, 
and of the prevailing Weltanschauung, or 
total global view at the time of its 
creation. (52) 
Kleinbauer's use of these terms draws upon Panofsky's work 
and underlines the ways in which the latter's work has laid 
the groundwork for future explorations of extrinsic meaning. 
Iconographical studies did not, of course, originate 
with Panofsky. Emile Male's The Gothic Image was first 
published in 1898 and L'art religieux du Xlle si&cle en 
France: 6tude sur les origines de 1'iconographie du moyen 
3ge in 1922. In the former, Male found the framework for 
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his study of Gothic art in the writings of the thirteenth- 
century scholar, Vincent of Beauvais, specifically in his 
Speculum maius. In this way he hoped "to discard modern 
habits of mind," and find his way back to those of the 
thirteenth century. In his later study of twelfth-century 
art, M&le, as his title suggests, was pursuing the origins 
of medieval art. This pursuit led him to look for 
influences from earlier periods: Hellenistic, early 
Christian and Byzantine. But beyond his search for models 
among earlier works of art, he examined the contemporary 
liturgy, drama, cult of the saints, and pilgrimages for 
sources of images and the illumination of their meaning. In 
these studies Male viewed the works from both intrinsic and 
extrinsic perspectives. He suggested affinities and links 
between the images and the milieu in which they were 
created. His approach is wide-ranging in its scope and 
suggestive rather than the more precise, focused approach of 
Panofsky. Panofsky moved beyond affinities to cause-effect 
relationships. In Gothic Architecture and Scholasticism 
(1951), he identified what he believed to be more than a 
parallel relationship between these two thirteenth-century 
phenomena. It is his thesis that the master-builders of the 
cathedrals, though they probably did not read the works of 
Thomas Aquinas, "were exposed to the scholastic point of 
view in innumerable other ways" (Panofsky, Gothic 
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Architecture 23), and consciously applied scholastic 
principles to the construction of the great Gothic churches. 
Erwin Panofsky's influence on iconographic 
interpretation has been immense; he has also provoked 
objections and reservations among art historians. In 
"Medieval Architecture and Meaning: the Limits of 
Iconography," an article of February, 1988, Paul Crossley 
examines the contributions to iconographic studies made by 
several art historians, among them Panofsky. In particular 
he considers Panofsky's essay on the twelfth-century Abbot 
Suger and his book Gothic Architecture and Scholasticism. 
In both works he finds the art historian's "fundamental 
belief in the generating power of philosophical and 
theological thought in the shaping of art" (119). Crossley 
notes that, with this conviction, Panofsky transforms 
patrons into architects, architects into quasi-scholastics, 
and overlooks the existence of the masons' lodges. Such a 
view, he believes, ignores the impact on church construction 
of economics, politics and social pressures, as well as 
technological advances. Crossley objects to an approach 
that locates the sources of a work's unity or totality in 
"some single intention" (120). 
Crossley cites the work of Richard Krautheimer as an 
alternative approach to that o£ Panofsky and his disciples. 
He notes that Krautheimer finds multi-layered meanings in 
medieval structures, and believes the symbolic meaning to be 
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often ambiguous, evoking varied interpretations. "Thus," he 
writes, "various connotations are present in a building and 
'vibrate' in the mind of the sensitive observer" (117). He 
reinforces this argument with Sauerlander's observation that 
evidence for any one particular interpretation is 
insufficient, not because that evidence has disappeared, but 
because no one interpretation has "primacy" over another 
(117). Crossley writes: 
The significances would have 'vibrated' 
simultaneously in the mind of the 
educated observer. For twelfth-century 
symbols were to the inner, spiritual, 
world what pilgrimages and the knightly 
quest were to the outer: invitations to 
a journey of discovery. (121) 
E. H. Gombrich's Art and Illusion: A Study in the 
Psychology of Pictorial Representation of 1961 approaches 
the history of art from yet another perspective. His 
primary interest is in scrutinizing the creative process for 
the artist and for the viewer. His book is controversial in 
his insistence on the artists' dependence on traditional 
schema, which they adapt to their own perception through a 
process that Gombrich calls "making and matching" (Art and 
Illusion 29). Gombrich gives to viewers what he terms "the 
beholder's share" (182), pulling them into the making 
process through the exercise of their imagination. The 
artist "draws him [the viewer] into the magic circle of 
creation and allows him to experience something of the 
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thrill of making1 which had once been the privilege of the 
artist" (202) . 
Gombrich's observations are directed primarily to works 
of art from the Renaissance on, or at least until the 
appearance of the Cubists, when he sees a system other than 
that of "making and matching" at work. He believes that the 
medieval artist worked from models rather than "an image in 
his mind's eye," not "an inner voice, but an external 
commission..." ("Meditations on a Hobby Horse" 71). Thus, 
according to Gombrich, the schema was passed from one artist 
to another, untouched by the process of matching it to the 
artist's mental picture. "He knew, on the whole, what his 
finished product had to be like. Both the visual motifs and 
the subject matter were given" (71). 
That somehow an "inner voice" and "an external 
commission," "a mental picture" and "a real model" represent 
two pairs of mutually exclusive elements seems faulty 
reasoning and certainly not compatible with his view of the 
process of perceiving in Art and Illusion. Gombrich's 
remarks on the medieval artist are also based on an 
assumption as to a system of working that has not been 
firmly established; nor does he take into consideration 
varied treatments of similar themes (e.g., the Last Judgment 
tympana of Conques and Autun), the conflation of themes (as 
at V6zelay) ordinarily presented separately, or the 
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naturalistic renderings of the labors of the months on a 
number of Romanesque churches throughout France. 
In an article of 1945, "The Freedom of Medieval Art," 
Rudolf Berliner argues persuasively for a very different 
view of the milieu within which medieval builders and 
artists worked, one which affords them considerable freedom 
of expression. Furthermore, he believes this "freedom of 
art resulted from theological concepts of its role in the 
realm of religion" (263). He cites a number of instances 
where an artistic representation departs from a strict 
adherence to text, as well as from visual tradition, in 
order to realize the emotional power of a particular event. 
This freedom he sees as stemming from the churchmen's belief 
in the moving power of works of art, its expressiveness 
reaching viewers more powerfully than words. Therefore, the 
artist need not be confined to literal illustration of 
texts, but concerned rather with expressing the 
inexpressible, making visible the invisible. He cites from 
the writings of the seventh-century John of Damascus: 
If because of love for man, the 
shapeless receives shape in accordance 
with our nature, why should we not 
outline in images that which became 
evident to us through shape, in a manner 
proper to us and with the purpose of 
stimulating the memory and inciting the 
emulation of what may be represented? 
(271-72)1 
Berliner notes that Gregory the Great, whose famous dictum 
concerning visual images was quoted in Chapter 1, made it 
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clear in his discussion of these images that it was the 
"emotional and spiritual powers of art" with which he was 
most concerned for their ability to reach even those who had 
no intellectual understanding of the subject matter" 
(274).2 There was also the belief that "strong emotion 
aroused in the soul by visual representations [could] lead 
to a striving toward emulation" (273). This endorsement of 
the emotional impact of visual images gave artists the 
possibility of departing from strict illustration of the 
text in order to enhance the expressivity of the image. 
Berliner stresses the desire on the part of theologians 
for images to present true representations of subjects, for 
"living reality and lifeless image [to] agree in form," so 
that the image convey "some knowledge of the very essence of 
the portrayed" (272), a Platonic idea that became part of 
Christian thought with the early Church fathers. Certainly, 
to our twentieth-century eyes, many of the figures carved on 
Romanesque portals do not seem to be images of "living 
reality". Yet, one wonders, is it possible that what seems 
"naturalistic" in one era may not in another? Villard de 
Honnecourt assured his audience that he had drawn his lion 
from life, though it may seem more canine than leonine to us 
(The Sketchbook 72, figure 1). 
As evidence that this concern for emotional impact took 
concrete form in specific works of art, Berliner points to a 
number of works in which the subject has been elaborated 
beyond its related text, such as the Crucifixion on the 
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Korsunski gate in Novgorod. In this work of 1150, Christ 
has miraculously freed his nailed hand and gestures towards 
his mother. While there is no textual basis for this 
gesture, Berliner notes that a literal reading was not 
intended, but rather, "an aid to understanding through the 
medium of sight; an aid to which an emotional, not a 
reasoning response was expected" (264). Whether it is a 
clerical designer or the artist himself who takes liberties 
with the literal text, Berliner’s argument demonstrates the 
thesis that visual images were seen as a means of making 
manifest the unstated, but implicit, emotional content of an 
event. Although he draws his examples from the mid-twelfth 
century and later, I find examples of the freedom that he 
proposes on a number of earlier Burgundian churches such as 
V6zelay, Neuilly-en-Donjon and Montceaux-1'6toile, examples 
discussed in Chapter 5. 
In the light of Berliner's article, Gombrich's 
discussion of the medieval artist's working methods seems 
unduly mechanistic. While Gombrich believes that artists of 
all times work from schema, he maintains that, for medieval 
artists, the schema was the image, whereas, for postmedieval 
artists, it was only the beginning, subject to "corrections, 
adjustments, adaptations, the means to probe reality and to 
wrestle with the particular" (Art and Illusion 173). 
Certainly, medieval art was concerned with the universal, 
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rather than the particular, but I do not believe that that 
concern precluded careful observation as evidenced by a 
local knight's chainmail carved on a corbel supporting the 
tympanum at Montceaux-116toile. Copies of copies of copies 
tend to blur such detail. Nevertheless, Gombrich's 
discussion of the beholder's share raises important 
questions for this study, questions that I address in the 
next chapter. 
Heinrich Wolfflin's Principles of Art History was first 
published in 1915 as Kunstgeschichtliche Grundbegriffe; the 
first English translation was published in the United States 
in 1950. The premise for his study is contained in his 
introductory words: "Every artist finds certain visual 
possibilities before him, to which he is bound. Not 
everything is possible at all times. Vision itself has its 
history..." (11). While he does not deny the individual 
artist's contribution to the character and quality of a work 
of art, he feels that the artist's technique is not the 
result solely of "an intention born of a state of mind" 
(12). Like Gombrich, he does not find explanations for 
expressive forms in the imitation of nature, and speaks of 
visual schema as bases for artistic conceptions. He 
attributes the differences in schema, not to the "making and 
matching" process, but rather to changes in the whole way of 
He finds "certain basic conditions to which the perceiving. 
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impression of living form is bound," whether they are "forms 
of representation" or "forms of beholding" (16). 
Wolfflin's method of analysis comprises five pairs of 
opposing tendencies such as "linear and painterly," "closed 
and open", the first adjective in each pair describing the 
classic art of the sixteenth century, the last describing 
the baroque of the seventeenth. He wishes, however, to 
establish this contrast as a paradigm with which to examine 
all art history. "There is classic and baroque," he writes, 
"not only in modern times and not only in antique building, 
but on so different ground as Gothic" (231). For Wolfflin, 
Kleinbauer points out, "the history of art is the history of 
visualization" (29). He does not probe the causes of the 
cyclical changes in the history of seeing, but implies that 
they are governed by internal necessity. 
Kleinbauer summarizes the objections that have been 
raised to Wolfflin's theory: he ignores the Mannerist 
painters whose work comes between that of the High 
Renaissance and the Baroque; he gives short shrift to the 
individual personality of the artist; he believes the human 
eye to be more predictable than is collaborated by 
experience, and he does not consider the impact of ideas on 
artistic expression. 
Nevertheless, Wolfflin prepared the ground for just 
those historical investigations that he appeared to eschew, 
in "The Iconology of Style (or Wolfflin Reconsidered)" of 
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1961, Irving L. Zupnick offers explanations for the 
divergences of the Mannerists from classical art in their 
affiliation with the Neo-Platonists, and sees them as 
preparing the way for Baroque artists (268). Zupnick finds 
in Wolfflin's stylistic analysis confirmation for the view 
that artists responded to the scientific and philosophical 
ideas of their time. The baroque artists' treatment of 
space "as homogeneous and continuous," he relates to "the 
discoveries of Copernicus, Kepler, and Galileo from 1580 on" 
(271). In his conclusion, Zupnick calls for the replacement 
of Wolfflin's nebulous causes for the stylistic evolutions 
that he describes in such detail with more substantive 
explanations. He advocates giving "bones and sinew to the 
elusive Zeitgeist, by explaining the physical character¬ 
istics of style in terms of the ideas by which men may have 
acted" (272). 
Scholars such as M§le, Panofsky, Gombrich and Wolfflin 
have each carried the field of art history far beyond the 
confines of connoisseurship, and each one, in a different 
way, has pointed to more broadly based investigations that 
include both the artist's and viewer's milieu. Henri 
Focillon, of the same generation as Panofsky and Gombrich, 
brought a very different perspective to the creative process 
than did his contemporaries. A student primarily of 
medieval art, he was the son of an engraver, and had a 
special respect for the exigencies of the artist's tools and 
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their role in shaping the material to which they were 
applied. His explanation for the evolution of forms in 
medieval art lies in the space for which they were destined; 
for the Romanesque artist, he believes, man is not the 
measure of space, space is the measure of man (Art des 
sculpteurs roman 183) He explains the existence of diverse 
styles existing side-by-side on church fagades and interior 
walls and capitals (a problem unresolved by Wolfflin's 
hypothesis) in these terms. He groups figures according to 
two kinds of distortion; those that are thin, attenuated and 
distorted, and those that are stocky and squat with 
disproportionately large heads (175-179). Focillon explains 
these distortions by the position that they occupy on the 
wall. He notes that the elongated figures tend to appear on 
columnar shapes such as trumeaux and jambs, or as central 
figures in the more spacious tympana. Squat figures occupy 
horizontal rectangles and trapezoids such as lintels and 
capitals respectively. Related to this theory is the 
principle that the Romanesque artist strives to fill the 
space, "to make numerous contacts with the frame" (191). 
Focillon's student, Jurgis Baltrusaitis, extended this idea 
of the "law of the frame" into an exhaustive study of 
Romanesque sculpture in La stylistique ornementale dans la 
sculpture romane. Both men offer explanations for the 
evolution of monumental sculpture that minimizes, in the 
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case of Focillon, and rejects, in the case of Baltrusaitis, 
the impact of the individual artist on the carved images. 
Meyer Schapiro attacks the latter's theory for "the 
inactive, neutral role" that he gives to subject matter ("On 
Geometrical Schematism" 268). Nevertheless, Focillon and 
Baltrusaitis provide correctives to those art historical 
studies that ignore the significance of the space that the 
works of art occupy in their concentration on content as a 
reflection of the times or style as expression of the 
artist's personality. Clearly, the artist's tools, the 
materials and the structure on which he works present him 
with limitations as well as possibilities. 
Focillon's apparent neglect of iconography in his 
preoccupation with the technical aspects of sculpture is, 
however, misleading. He opens his book The Life of Forms in 
Art with the following statement: 
Whenever we attempt to interpret a work 
of art, we are at once confronted with 
problems that are as perplexing as they 
are contradictory. A work of art is an 
attempt to express something that is 
unique, it is an affirmation of 
something that is whole, complete, 
absolute. But it is likewise an 
integral part of a system of highly 
complex relationships. A work of art 
results from an altogether independent 
activity; it is the translation of a 
free and exalted dream. But flowing 
together within it the energies of many 
civilizations may be plainly discerned. 
And a work of art is...both matter and 
mind, both form and content. (1) 
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In the work previously cited, he writes: "All of these 
stones speak. Sculpture is a language" (8).3 Focillon 
strives to put us in touch with the sensuous power of the 
materials and tools with which the artist works, a power 
frequently overlooked by scholars concerned solely with 
iconography, but surely one that contributes to the viewer's 
experience. 
An extension and expansion of this interest in the 
materials of art appears in the work of George Kubler who 
broadens the field of his inquiry to the "history of things" 
(1962). With this phrase, he wishes to "reunite ideas and 
objects under the rubric of visual forms" as opposed to the 
anthropologist's division between "mental" and "material" 
cultures (The Shape of Time 9). Every man-made object, he 
believes, came into being as a solution to a problem, 
whether rational or artistic (8). "Only the arts of 
material nature have survived," he points out; music, dance, 
talk and ritual are ephemeral. "Hence our working proof of 
the existence of nearly all older peoples is in the viusal 
order, and it exists in matter and space rather than in time 
and sound" (14). Kubler, however, does not see the art 
historian's goal as identical with that of the archeologist 
or anthropologist. While he believes that material objects 
contain both elements of utility and of art, it is the 
former that concerns the scientist and the latter that 
the art historian "for the sake of the intrinsic occupies 
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meaning of the generic human experience" (14). Kubler 
recognizes inherent difficulties in getting at this meaning 
through "things." "Adherent meanings" (the object of 
iconographical studies), he writes, "vary categorically 
according to the entities they clothe." Therefore, the 
message will vary from architecture to painting, from 
porcelain to bronze. "Meanings undergo transformations by 
mere transfer, which are mistaken for changes in content" 
(28). Both Focillon and Kubler call attention to the 
indivisibility of form and content, matter and meaning. 
Although Kubler sees the art historian's task as quite 
different from that of the anthropologist, his attitude 
towards things and his emphasis on the "generic human 
experience" points to an overlapping between these two 
disciplines in methodology. Some of the problems that he 
finds in iconographic analysis, resulting from the differing 
mental habits from one historical period to the other, 
appear to him less evident in the Middle Ages where "all 
experience found its visual forms in a single metaphorical 
system" (29) . He describes this system as functioning like 
a funnel that "channels experience into a more powerful 
flow; the themes and patterns are few in number but their 
intensity of meaning is thereby increased" (29). 
In A Shape of Time, Kubler is primarily interested in 
historical change, in the links between works, what he terms 
closed and open sequences. Useful for this study is his 
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desire to reunite objects with the ideas that inspired them, 
to see them as responses to problems and to avoid the tunnel 
vision of pure iconographic or formal analyses. 
Those problems in art historical methods addressed by 
Kubler's work have not evaporated with time. In Kidson's 
article of 1987 on Panofsky, he laments the "deplorable 
split" among medieval scholars: 
On the one hand the armchair art 
historians have gone their own way, 
busily dreaming up iconographical 
fantasies that all too often could never 
have been taken seriously by any 
practicing architect, even if they were 
actually put to him; while on the other 
the down to earth archeologists have 
resolutely turned their backs on all 
such nonsense, but are so myopically 
obsessed with mason's marks and masonry 
breaks that they scarcely ever attended 
to larger issues. (2) 
Art Historians on Burgundian Sculpture 
The latter criticism has been leveled at the 1983 
publication of Masons and Sculptors in Romanesque Burgundy 
by C. Edson Armi. A reviewer, T. A. Heslop, questions 
Armi's Morellian4 approach to his subject in which he groups 
sculptors and dates monuments on the basis of his scrutiny 
of anatomical details (toes, fingers, ears and eyes) as well 
as such things as drapery folds and foliage. Armi also 
discovered and catalogued masons' marks which he uses as a 
basis for attributing specific sculptures to individual 
carvers. The appearance of these marks on both dressed and 
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sculpted stones has led him to the conclusion that the stone 
carvers worked both as masons and sculptors. Finding the 
marks in a number of different churches, he then concludes 
that the ateliers moved from one building to another. His 
approach raises a question as to his use of the masons' 
marks. Can one be certain that the marks served as 
individual signatures? 
Armi has made an exhaustive study of Burgundian 
sculpture and photographed hundreds of details. His 
principal argument, based on this archeological approach, is 
that the third abbey church of Cluny was not the wellspring 
for Burgundian Romanesque art, but rather the culminating 
creation of two local ateliers that came together to create 
the most ambitious church of the time in France. Not the 
product of an imported genius, he argues, but "the point of 
synthesis" of all that had been accomplished locally (62). 
Not "an expression of abstract theory," programmed by 
clerics in conjunction with the imported architect, he 
believes, but "the individual and collective work of people" 
who had advanced to mastery of their craft through numerous 
prior experiments of smaller, local churches. Despite the 
questions that Armi's methods raise, his thorough study of 
Burgundian churches suggests that the previous theory as to 
the direction of artistic influence, what Armi terms the 
impact theory," has been based on assumptions as to how 
buildings were designed that have not been substantiated by 
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the buildings themselves. As Kidson pointed out in the 
article mentioned above, the medieval documents related to 
church construction came from the patrons, inevitably giving 
us a lopsided view of how buildings came into being (2). On 
the other hand, the sole "documents" recording the daily 
decisions made on the work sites are the existing buildings; 
studies such as Armi's and those that follow his lead should 
provide us with a more balanced perspective. The 
archeological approach of Masons and Sculptors in Romanesque 
/ 
Burgundy uncovers much needed information about the actual 
construction of churches and gives substance to the figures 
of the masons and carvers involved in that process. It 
unsettles a number of long-held convictions that see this 
process as one-way only, emanating from powerful clerics in 
the form of precise directions for the building and its 
decoration. A view that gives a more active role to the 
builder also suggests some understanding on his part of the 
thought that lay behind the program, particularly if the 
expression of that thought is effectively communicated. 
Much of the earlier research on Burgundian sculpture 
has been concerned primarily with establishing the dates 
when the portals were carved and the direction in which the 
line of influence moved. Meager documentation, extended 
periods of construction, as well as frequent interruptions 
in campaigns have made precise dating difficult, and in many 
cases, impossible. Inevitably much more is known about 
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Cluny and its powerful abbots than about the smaller 
monastic communities and parish churches; it is Cluny that 
A. Kingsley Porter believes to be the source of inspiration 
and stylistic influence for, not only Burgundian churches, 
but for churches such as Moissac in Aquitaine and as far 
afield as northern Italy ("La Sculpture du Xlle si^cle" 85). 
In French Sculpture of the Romanesque Period of 1930, 
Paul Deschamps bases his chronology on an evolutionary 
theory of technique: the more refined, the later its 
execution. Porter had cautioned against such an approach, 
pointing to the retarding effect on technical development 
that comes from the isolation of a number of churches in the 
rugged countryside. Deschamps, on the other hand, argues 
with Porter’s belief in Cluny's dominant influence on the 
building of the time. 
The monks of Cluny were assuredly great 
inspirers, admirable propagators of 
religious art, but they had the wisdom 
to make use on the spot, in every place 
where any sort of art centre existed, of 
whatever talent could be employed upon 
the construction of a priory; and when 
they thus encouraged the artists by 
allowing them to follow the inspiration 
of their own genius they imposed upon 
them no absolute formulae, though they 
doubtless indicated to them the general 
subject of their work. (33-34) 
Deschamps here describes a kind of "grass roots" process by 
which local workshops developed their own regional style, 
drawing inspiration only of a general nature from the most 
imposing churches in the region. Although Deschamps 
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presents this view as his "opinion" without specific 
documentation, this passage is convincing in its 
consideration of the "building boom" that took place 
beginning with the end of the eleventh century and through 
the twelfth century. It has the ring of "common sense." 
That the beauty, the power and the intellectual 
activity of Cluny made its mark on the medieval world of 
Burgundy and beyond in numerous ways is undeniable. But 
that local concerns made their mark on sculptural programs 
is also plausible. (This issue is discussed in chapters 5 
and 6.) It is not yet possible to establish a neat 
progression, a tidy evolution, among the churches of 
Burgundy. One wonders if it ever will be, given the nature 
of medieval building with the starting and stopping of 
construction dependent upon the availability of funds and 
masons. 
Armi's research, although controversial, brings the 
builders out of the shadowy corners of church building 
history and gives them an active, concrete presence that 
demands our attention. He raises valid questions as to the 
assumptions that have lain beneath much scholarly work on 
these churches. The more significant role that Armi gives 
to local workshops and individual masons suggests a less 
esoteric source for many sculptural programs, one that may 
have reflected local preoccupations, lore and loyalties as 
well as the theological thinking of contemporary clerics. 
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Porter and Deschamps are primarily concerned with the 
problems of dating the churches and their sculptures, which 
necessarily encompass considerations of style and influence 
as well as whatever documentation exists. Emile Male, on 
the other hand, concentrates on the iconographic meaning of 
the sculptures, its sources in earlier works and its 
relation to the social milieu in which they were created. 
Deschamps' work is representative of what Kleinbauer terms 
the intrinsic approach to art, concerned with "qualities 
inherent in the work of art itself" (67). M§le, on the 
other hand, broadens his field of inquiry and draws upon 
sources external to the works themselves; yet his approach 
does not quite fit Kleinbauer's definition of extrinsic, for 
his concern remains with the inherent qualities of the works 
rather than with the ways in which they "concern human 
behavior and relate to the social and cultural history of 
man" (67). Clearly, the intrinsic approach is an essential 
stage in the understanding of a work of art, and any 
extrinsic approach that skips over this stage can only 
produce research of questionable value. But it is this 
broader perspective that allows scholars to ask such 
questions as to how people actually viewed these works. 
What did they mean to them? What influence may they have 
had? 
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Art Historians Who Bestride Both Camps 
Not all art historians can be placed within the 
confines of one of Kleinbauer's two camps. An overview of 
the work of Meyer Schapiro suggests that he began, early in 
his career, to synthesize intrinsic and extrinsic 
approaches. His doctoral thesis on Moissac, presented in 
1929 and later published in part in the Art Bulletin in 
1931, was unusual at the time in its concentration on a 
single building. The section included in his collected 
papers, Romanesque Art, demonstrates his extraordinary 
patience with minute detail, his sensitivity to nuances in 
form. The published sections of the dissertation reveal his 
firm grounding in stylistic analysis. In a biographical 
sketch of Schapiro in Art News (May 1983), the author 
describes the unpublished sections as studies of the 
sculptures' iconography, Moissac's place in the historical 
development of sculpture and "relation to the social and 
political life of the age" (81). Schapiro’s essay, "The 
Sculpture of Souillac" (1939), examines a relief sculpture 
in the abbey church of Souillac depicting the story of 
Theophilus. Schapiro relates the unusual aspects of the 
composition and style to the particular preoccupations of 
the time and place in which Souillac was constructed: such 
as the presence of the Manichaean heresy in southern France 
the attitude towards the feudal contract, and the belief in 
the intercession of the Virgin Mary. His concluding 
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sentences reveal his commitment at this early point 
career to the examination of context as well as the 
of the work itself: 
In the relief of Theophilus in Souillac 
the elements of the conflict between the 
older ecclesiastical claims and the new 
social relations are mythically 
transposed and resolved in a compromise 
form which entails, however, a new 
individual framework of Christian piety. 
Not in Souillac alone but throughout 
Romanesque art can be observed in 
varying degree a dual character of 
realism and abstraction, of secularity 
and dogma, rooted in the historical 
development and social oppositions of 
the time. (125-26) 
Schapiro's essay of 1953, titled simply "Style" 
(Anthropology Today), knits together the art historian's 
traditional formal concerns with those of the "historian of 
culture or the philosopher of history," for whom "the style 
is a manifestation of the culture as a whole, the visible 
sign of its unity. The style reflects or projects the 
'inner form’ of collective thinking and feeling" (287). He 
compares style to language, both ordered and expressive, 
both capable of conveying a range of feeling from delicate 
to intense (291). He expands on this idea at a later point 
in the essay: 
in his 
scrutiny 
Style, then, is the means of communi¬ 
cation, a language not only as a system 
of devices for conveying a precise 
message by representing or symbolizing 
objects and actions but also as a 
qualitative whole which is capable of 
suggesting the diffuse connotations as 
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well and intensifying the associated or 
intrinsic affects. (304) 
The parallel between visual images and language becomes 
the subject of a small book in 1973, Words and Pictures, and 
with this book Schapiro's interest in visual images as 
language draws upon linguistics and semiotics. He contrasts 
images of "being" and "becoming," "themes of state" and 
"themes of action." The former is expressed by figures in 
frontal, hieractic poses, ceremonial and transcendant in 
their effect. He believes the sacramental nature of these 
frontal, symmetrical images, so prevalent in medieval 
painting and sculpture, to stem from ritual, "a domain of 
the real in which every detail is a sign" (37). "Themes of 
action" appear in such positions as profiles that stress 
interaction with other figures rather than a confrontation 
with the viewer. These figures suggest movement in time and 
thus become "part of a historic action" (41). 
Schapiro also discusses the pairing of images from the 
Old and New Testaments: for example, the sacrifice of Isaac, 
when linked with the Crucifixion, serves, not only as a 
prefiguring of the Christian sacrifice, but as evidence for 
the fulfilling of God's plan for the universe. In another 
image depicting a passage from Exodus (17:9-13) where Moses 
raises his hand in the midst of the battle with the 
Amalekites, thus bringing about victory for the Israelites, 
Schapiro finds a double pre-figuring: in the cross-like 
position of Moses' arms, both a foreshadowing of the 
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Crucifixion and a figure of the priest at the altar 
presiding over the sacraments. A text associated with this 
image of Moses in a moralized Bible of about 1245 supports 
this interpretation: "Moses who lifts up his hands which 
Aaron and Hur support while he prays so that God may give 
victory signifies the prelate who lifts up his hands high at 
the sacrament of the altar" (31) . Although similar texts 
were not available to most lay people in the twelfth 
century, Schapiro's analysis suggests that sculpted images 
were reinforced by the visual aspects of ritual, forceful as 
dynamic, oft-repeated experiences.3 
The significance of Schapiro's study of style and his 
book Words and Pictures for an understanding of the multiple 
ways in which images communicate is considerable. With this 
latter work he joins the "new" art historians in drawing 
upon fields of linguistics and semiotics. Schooled by 
traditional art historians, he has continually increased the 
number of resources that he brings to his scrutiny of works 
of art. Scholarship such as his has not been the cause of 
the disruption within the field. It is rather those studies 
that reflect a rigidification of a single method, a 
doctrinaire approach to Panofsky's levels of meaning that he 
himself sees as overlapping and part of an "organic and 
indivisible process" ("Iconography and Iconology" 39). One 
of Schapiro's former students, John Plummer, the present 
curator of Medieval and Renaissance manuscripts at the 
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Morgan Library in New York City, summarizes his legacy to 
students of medieval art: 
Extended incursions into outlying realms 
of knowledge are also characteristic of 
Schapiro's way of working. It begins 
with a keenly observed meaningful 
feature, usually missed or ignored by 
other scholars, that is enlarged to a 
general phenomenon, and then that 
phenomenon is examined with relation to 
a vast body of knowledge much or most of 
which has never been brought to bear on 
art history. (Epstein 79) 
In Le lanqage de 1’image au moyen age: signification et 
svmboligue, published in 1982, Frangois Gamier expands 
Schapiro's semiotic approach to images. His research of 
more than twenty years is thorough and as cautious in its 
conclusions as it is adventurous in its hypotheses. He 
considers a multitude of images from the year 1000 to 1500. 
The principal objects of his research are sculpture, mural 
painting, stained glass and illuminated manuscripts. He 
considers the ways in which visual images share the 
characteristics of spoken language: "Simplification, 
constancy, repetition, are the essential characteristics of 
a system destined for communication. The language of one 
person alone is the language of no one (13) . Gamier 
stresses that it is not just individual figures that produce 
meaning, but, as with verbal language, the syntax or 
grammatical structure within which they exist. "The 
richness of the content does not depend only on the quantity 
and the nature of the components represented....The syntatic 
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relations play an essential role in the determination of the 
deeper meaning" (17).7 He argues with those art historians 
who see in the images simply repetitions of archetypal 
models; he finds a rich diversity in variations of syntax, 
which in turn produces diverse significations. Unlike most 
medieval art historians, he does not search for the works' 
origins among antique, early Christian or Carolingian works. 
"One must," he writes, "examine what is and not explain what 
ought to be as a result of the knowledge that we have of the 
past" (19).8 In this way he reverses the order followed by 
many art historians in which they extrapolate an image's 
meaning from studies of its historical evolution. Gamier, 
while not dismissing the medieval artist's use of models, 
stresses the importance of the syntactic relationships 
within which the images appear. He is concerned with the 
ways in which traditional forms are transformed by their 
immediate milieu in order to signify the present concerns of 
the designers. Gamier offers his study as a first step in 
considering visual images as language; responses to such 
questions as "Does an actual code exist?" he considers 
premature. Nevertheless, his study points toward an 
affirmative answer by offering multiple examples in which 
the same precise motif is used in relation to the sam 
theme. For example, wicked persons are represented with 
large, open mouths, even in death, as is the case with 
Judas. Gamier provided this study with another way of 
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looking at images, one based on exhaustive research, and one 
which makes use of recent work in linguistics and semiotics. 
The "new" art history is new in its use of these two 
young sciences to scrutinize visual images, but it is clear 
that a number of art historians, beginning with Emile MUle, 
had prepared the ground for an interdisciplinary approach to 
iconographical studies. What motivates these art historians 
to search for an expanded methodology is the desire to avoid 
the single-minded application of one particular method and 
the dangers implicit in such an application. It is 
important, nevertheless, to heed Charles Harrison's warning 
to art historians to hang on to their autonomy, for however 
much other disciplines can lend to their explorations, a 
work of art is not just a reflection of the culture from 
which it came, nor of a particular psychological state of 
mind, nor is it simply a record or document of a political 
event. It may communicate something of each of those 
concerns, but even their sum is not a satisfactory 
explanation for the effect that a building, sculpture or 
painting has on the viewer. Its particular power lies in 
its aesthetic appeal to the viewer, an appeal that activates 
cognitive as well as affective responses. Form, as well as 
content, contributes to those responses and the approach to 
meaning through form is the special province of th 
historian. 
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Notes on Chapter 3 
1• De imaqinibus or. If Patr. qr. xciv, col. 103) 
2. Ep. xi, 13 and Ep. ix, 52 
3. "Toutes ces pierres parlent. La sculpture est un langage." 
4. Giovanni Morelli was born in Verona, Italy in 1816. 
Trained as a doctor, he developed a technique for 
attributing paintings to particular artists by scrutinizing 
minute details, such as an ear lobe or eye lid which he 
found to be part of the artist's individual and 
characteristic vocabulary. As Mark Roskill points out in 
What is Art History?, this system tends to confuse 
recognizable morphology, such as handwriting has, and the 
style of an artist, which always involves nonpersonal 
factors..." (20). 
5. The metaphorical implications of paired typological 
figures is discussed in Chapter 5. 
6. "Simplification, Constance, repetition, sont les 
caract^res essentiels d'un syst^me destine A la 
communication. Le langage d'un seul n'est le langage de 
personne." 
7. "La richesse du contenu ne tient pas seulement A la 
quantity et A la nature des elements repr6sent6s....Les 
relations syntaxiques jouent un role essentiel dans la 
determination du sens profond." 
8. "II faut examiner ce qui est et non expliquer ce qui 
droit etre en fonction de la connaissance que nous avons du 
pass6. " 
CHAPTER 4 
RENAISSANCE AND REFORM IN TWELFTH-CENTURY FRANCE 
"Culture," writes the historian David Hall in his 
introduction to Understanding Popular Culture, "is a 
repertory of languages" (14) . Hall defines the word 
languages as encompassing everything identified as popular 
culture. Language, he insists, is "merely a word for 
patterned meanings" (17, note 24). He goes on to say of 
these languages: 
I mean not only the spoken and the 
written word, but the codes embedded in 
a thousand different practices—the 
naming of plants, the characterizations 
of madness, the rituals of the Church, 
the arrangements of space, the 
iconography applied to gravestones.... 
Codes lie buried in the most unassuming 
of phenomena; and in the search for them 
we need the help of many other disci¬ 
plines: folklore, literary criticism, 
cultural anthropology, sociology, 
linguistics. 
To decipher the meaning of those patterns, one must re 
create as far as is possible the environment in which both 
the patterned images and the people who viewed them came 
into being. Hall warns that because the boundaries of 
popular culture are constantly shifting, no single theory 
nor "set of terms" will perform the task of interpretation 
(14) . 
The purpose of this chapter is to examine the 
historical setting in which the portals were carved and then 
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viewed. Hall's broad definition of the word languages 
suggests that there are multiple "documents" from which to 
draw information concerning that setting. This approach to 
historical research reflects the work of a number of 
historians of this century who are interested in uncovering 
the lives of ordinary people in order to understand better 
the forces that shaped a particular culture. Rather than 
focusing primarily on those very visible figures in 
positions of power, they search for the people and 
relationships that bolster that power. They recognize the 
weaknesses inherent in the study of any one segment (such as 
the laity or the clergy) in isolation from the society of 
which it forms a part. 
This chapter examines several major aspects of twelfth 
century society in France: renaissance and reform 
movements, the oral nature of verbal communication for the 
laity, the visual character of ritual, and those actions 
that express directly the laypeople's piety such as the 
pilgrimage. 
Rebirth and Renewal 
Periods of rebirth generate energy and find expression 
in multiple ways. As in the sixteenth century when the 
Reformation in Germany and the Renaissance in Italy are 
occuring simultaneously, a reform movement, along with a 
renaissance, was afoot within the Church in the twelfth 
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century. The revival of learning and the shifting emphasis 
in the Church's mission spawned treatises on preaching and 
discussions of ways in which the Christian message might 
reach the people through the liturgy and drama. 
In designating the twelfth century as a time of 
renaissance, Charles Haskins stresses the particular nature 
of this renewal as not "a mere revival of learning" (190), 
nor one that emanates from court or dynasty, nor one that is 
disseminated from a single country as with the Renaissance. 
He does see France, however, with its rapidly multiplying 
monastic orders and emerging cities, as playing a major role 
in the rebirth. The wider-ranging character of this 
renaissance, he believes, grows out of the new freedom that 
the growth of towns offers the lower classes, the converging 
segments of society providing a forum for discussion, and 
resulting in a significant increase in social as well as 
spatial mobility. "For all this development," he notes, 
"reading and writing were a convenience but not a 
necessity"(63) . 
Haskins describes a period in which the growth of 
population, towns, trade and prosperity, born with the new 
millenium, continued and strengthened. It was an era of 
crusades and pilgrimages and the religious fervor that 
accompanied them, a very mobile world in which itinera 
preachers, students, jongleurs and merchants, along with the 
pilgrims and crusaders, were constantly crossing each 
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others' paths (46). With these people traveled ideas, those 
stemming from the reform movements and those brought back by 
voyagers from the East, some of them eventually to be 
identified as heretical. The growing urban centers provided 
settings conducive to the exchange of ideas, and produced 
several generations of scholars interested in theories of 
learning as well as the pursuit of knowledge.1 
The regeneration that marked this period found concrete 
expression in the proliferation of monastic complexes and 
parish churches, as well as the founding of secular orders.2 
The eleventh century had witnessed the revival of monumental 
sculpture that culminated in the great Romanesque portals of 
the twelfth century.3 Criss-crossed by rivers and fertile 
plains providing passable roads between mountain ranges, the 
province of Burgundy in central France possesses outstanding 
examples of these portals. Among them are the great portals 
at Autun and V^zelay, and those on many smaller churches 
such as Anzy-le-Duc and Neuilly-en-Donjon, as well as 
vestiges from the powerful monastery of Cluny. 
In his article "The Idea of a Twelfth-Century 
Renaissance," U. T. Holmes scrutinizes the term renaissance 
as applied to this period by Haskins and his followers, 
argues against using the term interchangeably with humanism 
defined as the revival of classical learning. He wishes to 
underline the often ignored aspect of Haskins’ thesis that 
this renaissance comprised "examples of enthusiasm and 
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enlightenment which had nothing to do with antiquity" (644). 
He cites the vernacular poetry of the Provencal troubadours 
as one example. Of particular interest for this study is 
his application of Arnold Toynbee's "theory of the Stimulus 
of Pressures", which he takes to mean "the energy and the 
cultural ferment which rise in marcher areas where two or 
more cultural traditions are in 'conflict'" (646). He 
believes central France where southern Burgundy borders on 
Provence to be such an area. Holmes disagrees with scholars 
who see the explosion of vernacular literature in this 
region as "a revolt against the ascetic ideals of the 
church" (648) . He sees it rather as a product of an 
exuberant spirit abroad in these the marches in particular. 
The fiftieth anniversary of the publication of Haskins 
book was celebrated by scholars with a series of papers on 
the twelfth-century renaissance delivered at Harvard in 
November, 1977. The title for the collected papers is 
Renaissance and Renewal in the Twelfth Century, the choice 
of the word renewal stemming from the frequent appearance of 
renovatio in twelfth-century writings. In one of the 
papers, "Terms and Ideas of Renewal," Gerhart B. Ladner 
points to two separate streams in the movement that Haskins 
terms a renaissance: one, the restoration or reform of 
learning and another, a renewal that he describes as "not so 
much a reform as a rekindling," (3) dating from the late 
eleventh century. He finds a natural vocabulary of birth, 
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growth and flowering characteristic of the twelfth-century 
renaissance whether in sacred or profane writings (10). It 
is this more spontaneous aspect of the period that relates 
to Holmes' view of the burst of creativity that results from 
movement, growth and conflict. All of these writers, 
including Haskins, apply the term renaissance in a broad 
sense, encompassing far more than a revival of classical 
learning; they find in this period a renewal of creative 
energy and curiosity about the natural world. Both Holmes 
and Ladner provide evidence that this surge of enthusiasm 
encompassed laity as well as clerics, illiterate as well as 
literate. 
Reform: Reaching Out To The Laity 
Beginning in the late eleventh century 
and developing in the course of the 
twelfth, there occurred a recognizable 
shift of religious emphasis--the 
infusion of a new zeal and vigor. 
Whereas withdrawal from the world had 
hitherto been the recognized way by 
which Christians might achieve a holy 
and spiritual life for God, there was 
now stress on the importance of an 
evangelical entry into the world (Bolton 
17) . 
Brenda Bolton sees this development as producing a 
religious crisis that embraced all religious life in Western 
Christendom. The study of the Gospel, she points out, 
engaged the entire social body of the Church, resulting in 
and debate on the one hand and a new self- 
controversy 
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scrutiny on the other. Sins of the heart came to be seen as 
reprehensible as sins of deed. 
Designated as the Gregorian reform because of the role 
played by Pope Gregory VII (1073-1085) in its diffusion, the 
movement began even before his pontificate. Measures to 
cleanse the Church of its worldly transgressions—simony, 
clerical digressions from celibacy and the worldliness of 
the papacy, to name a few—were in place even before that 
time. One of the manifestations of this reform was the 
desire to return to the practices of the early Church, to 
lead the vita apostolica with its attendant condition of 
poverty and preoccupation with preaching. This development 
led to the establishment of orders such as the Cistercian 
and Carthusian with their emphasis on austerity, the former 
emphasizing manual labor, the latter, contemplation. 
In addition to the monastic orders, a number of secular 
orders came into being, among them the Augustinian canons 
regular. The Canons lived in the world and yet shared an 
ordered communal life based on rules drawn from the writings 
of St. Augustine (51-52). Their emphasis on practical good 
works brought them into close and frequent contact with lay 
people; in addition they frequently served as priests in 
parish churches (Bouchard 112) . 
The increased religious fervor was not confined to 
clerics, however, but captured the laity as well. Bolton 
writes o£ the spread of itinerant vernacular preaching, 
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often unofficial in its lack of church endorsement (21). 
Gregory, in the midst of his reforming zeal, had exhorted 
the laity to independent stances by urging them to refuse 
"to receive the sacraments at the hands of married priests" 
(Bainton 147) . Many of these laymen turned to preaching and 
teaching, eventually causing Innocent III, more than a 
hundred years later, to put in writing his distinction 
between "the preaching of doctrine... and giving witness to 
faith and morals, the former forbidden to the laity" (Chenu 
260). Once these groups had expanded their influence, as 
with the Waldensians and the Humilitati, they refused to 
buckle under to papal control and therefore were 
excommunicated. Heresies, in turn, stimulated definitions 
of orthodoxy. The growing concern among churchmen that 
these lay groups in search of the vita apostolica teetered 
on the edge of heretical practices was reflected in the way 
in which the Third Lateran Council of 1179 dealt with the 
layman Valdes. His voluntary poverty the Council approved, 
his preaching it forbade unless he were "invited to do so by 
the local clergy" (96). 
It would be a mistake, however, to see the majority 
the laity and clergy as at odds with each other. Although 
the reform movement fostered independence in individuals, 
stressing the need to scrutinize their innermost thoughts 
for signs of sin and to seek for themselves the road to 
salvation in a closer imitation of Christ, the church 
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continued to occupy a primary position in most people's 
lives. Georges Duby, with a group of fellow French 
historians, has described the central role played by the 
actual church building within the community in which it 
stood, not only as the place where the mass was celebrated, 
sermons preached, prayers said, but the meeting place for 
secular affairs, the shelter in time of danger, its 
vestibule the "courthouse" from which justice was dispensed. 
In rural communities, characteristic of Burgundy, the church 
was the people's "solid proof" that they belonged to a 
community (Duby Histoire de la France rurale 534-535). 
Duby describes the all-encompassing presence of the 
Church in the lives of medieval people: 
From his baptism to his death, the 
parishioner 'belonged' to his church. 
As the diocesan statutes remind him, he 
ought to attend the Sunday mass, be 
married there, pay the offerings, answer 
for his crimes and digressions to the 
synod tribunal. (534)4 
Monasteries as well as parish churches opened their doors to 
lay people. Penelope Johnson, in her study of the abbey of 
Venddme, Prayer, Patronage, and Power, writes: 
Penetration within the conventual 
buildings by donors, servants, the poor, 
and travelers, as well as the burial of 
lay folk within the abbey's walls give 
the impression that La Trinit6 was a 
house open to and affected by the 
secular world. Indeed, a cross section 
of medieval society entered the abbey s 
gates. (30) 
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According to Johnson, peasants often built their houses on 
monastery land close to the church, "sometimes even within 
the cemetery" (144). La Trinity's lady chapel was 
specifically designated for the use of the poor (162) . 
Both Johnson's and Bouchard’s studies record numerous 
instances of the interdependency that existed between laity 
and clergy. Monasteries relied on gifts from lay people. 
Lay people setting out on dangerous journeys, pilgrimages 
and crusades or approaching death at home desired the 
prayers of the clergy. Sometimes they became members of the 
monastery's "prayer fellowships," in this way being insured 
of continuing prayers for their salvation (Johnson 88) . 
Bouchard notes that noble, rather than monastic, impetus was 
responsible for many of the new houses of monks and canons 
in Burgundy. "In the eleventh and twelfth centuries," she 
writes, "monasticism flourished to a large degree because 
support of the local monasteries became an essential part of 
the family life of the Burgundian nobility" (169). There 
was an increase in the numbers of gifts to monasteries from 
lay donors in the twelfth century, as opposed to those of 
the eleventh century. No longer just of the magnitude of 
large land grants, the list includes small donations: for 
example, mills, ovens, freedom from tolls, pasture rights 
(188). Johnson finds "benefactors from the other end of the 
social scale...designated as yillani" among the twelfth- 
donors of La Trinity (19). century 
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The proclamation of the Fourth Lateran Council in 1215 
that church members must make an annual confession to the 
parish priest and take communion at Easter is often cited as 
evidence that church attendance and participation in the 
sacraments had fallen off severely prior to this date (a 
belief that the above quotation from Duby contradicts). Yet 
these admonitions have existed in the rubrics of prayer 
books down to the present, both in periods of flourishing 
and of dwindling congregations, suggesting that such a 
deduction is unwarranted. The rubrics serve as reminders of 
minimal requirements for the faithful, rather than a 
description of customary practices. The Council of 1215 
reflected Innocent Ill's desire to enact reform legislation 
that would strengthen papal authority and bring into 
conformity the various arms of the Church. These statements 
concerning the religious behavior of the laity regularized 
the Church's expectations and provided grounds for 
disciplinary action when necessary. All of these 
developments suggest that, at every level and among both 
clerics and laity, renewal and reform were making a mark on 
people's lives. 
The Domination Of The Spoken Word 
Walter Ong speaks of the Middle Ages as a time when 
••the air was filled with the word of God" (Presence 268). 
He characterizes medieval culture as one which is primarily 
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aural/oral as opposed to one based on the reading and 
writing of words. In The Presence of the Word he argues 
that we can not understand cultures that are primarily oral 
in the same terms as we do those dominated by the written 
word. "To think of them in terms of their relationships to 
script is the equivalent of working out the biology of a 
horse in terms of what goes on in an automobile factory" 
(19). Differences in cultures produce differences in the 
organization of the "sensorium", which Ong defines as "the 
entire sensory apparatus as an operational complex (6). 
Christianity, with its emphasis on the revealed word, was 
primarily concerned with the spoken word; the Scriptures 
were to be read aloud, the liturgy chanted and sermons 
preached. This preoccupation with the spoken word, he feels, 
played a significant role in shaping the Christian religion. 
"Words in an oral/aural culture are inseparable from action 
for they are always sound" (112-113); Ong calls them 
"powered projections." 
In his work Oralitv and Literacy. Ong describes the 
characteristics of orally-based thought and expression: the 
need for mnemonic devices such as repetition, use of 
epithets and formulaic structures, conservative attitudes 
towards knowledge, close ties between information and its 
application to human activities, agonistic approach 
knowledge resulting in the emphasis on the art of rhetoric, 
rather than objectively distanced, living in the 
empathetic 
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present, conceptual thinking taking place within 
"situational, operational frames of reference" (37-57). 
Ong's work calls our attention to the relationship 
between habits of thought and the forms of expression by 
which we absorb information. He believes that the Bible was 
assimilated by medieval people "thematically and 
formulaically, tribally rather than individually" (Presence 
269). In oral cultures, he says, it is the group that 
ensures the codification and storage of knowledge (98). 
Brian Stock's identification of "textual communities" in the 
Middle Ages reinforces Ong's view as to how the general 
populace absorbed the content of the Scriptures. Such a 
community, he says, does not necessarily imply the presence 
of a text, but rather "an individual, who, having mastered 
it, then utilized it for reforming a group's thought and 
action" (90) . The text then became accessible to the non¬ 
literate through repeated oral performance. In this way 
non-literates were participating in literate culture (91). 
While Stock's theory is concerned specifically with 
heretical and reform movements, he stresses that they were 
not the only sources of textual communities. "Many other 
movements present themselves," he writes, "orthodox 
religious orders such as Cluny, for instance, or the 
communal guilds of Italy and the Low Countries (89). 
Ruth Crosby states in her article, "Oral Delivery in 
the Middle Ages", that "the masses of the people read by 
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means of the ear rather than the eye" (p. 88). She cites 
Alcuin's letter to the Bishop of Lindisfarne in 797 in which 
he "advocates the reading aloud of the word of God and of 
the discourses of the Fathers" (p. 90). Crosby finds 
evidence for the widespread custom of oral readings and 
recitations in the literature itself: 
Mediaeval literature is filled with 
expressions which indicate the author's 
intention that his work shall be read 
aloud, shall be heard. In fact, so 
common are addresses to those who read 
or hear that the use of the two words in 
conjunction became a kind of formula, 
used extensively in France and Italy as 
well as in England, (p. 98) 
M. T. Clanchy lends further support to Crosby's 
argument in his book From Memory to Written WorjL He quotes 
from the twelfth-century charters of Roger de Mowbray, 
addressing "all those seeing and hearing these letters, in 
the future as in the present" (p. 202). Clanchy demonstrates 
that the advent of written charters did not immediately 
supercede oral testimony. Symbolic objects were used in 
various transactions as mnemonic devices which preserved 
the memory of the conveyance" (p. 203). He provides 
numerous examples of the distrust with which written 
documents were regarded in comparison to the spoken word and 
the latter's reinforcement by the gift of a symbolic, 
tangible object. He quotes Eadmer's recorded dialogue 
related to a dispute between St. Anselm and Henry I: 
Anselm's monks: "But what about the 
evidence of the letters? 
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Henry's bishops: "As we don't accept the 
evidence of monks against bishops, why 
should we accept that of a sheepskin? 
(209) 
Messengers were often instructed to convey information viva 
voce in addition to the letters that they carried (211). The 
custom of delivering oral proclamations continued into later 
centuries; even today in some provincial French towns the 
death of a local citizen is announced by a town crier 
despite the daily publication of a local newspaper, as if 
such a solemn event demands verification by the living 
voice. 
Clanchy sees a "different habit of mind" operating 
among medieval people that makes them, even when they are 
literate, choose to listen rather than read. In the early 
thirteenth century, Innocent III was discovered "browsing 
through a reference book," but when presented with a letter 
whose contents the pope wished to absorb carefully, he asked 
that it be read to him instead of scrutinizing it himself 
(215). The fact that a pope, both literate and learned, 
chose the spoken over the written word, demonstrates 
Clanchy's point, reversing what would be the more common way 
of digesting the contents of a letter in this century. 
That writing, as well as reading, was linked to the 
spoken word, is evidenced by the use of the word, dictitare, 
to dictate, as opposed to scriptitare, to manipulate a pen 
(218). Clanchy observes that both the acts of reading aloud 
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and of dictating permit non-literate people to "participate 
in the use of documents." 
Franz Bauml defines and discriminates among different 
kinds of medieval literacy. In "Varieties and Consequences 
of Medieval Literacy and Illiteracy," Bauml describes three 
groups of people in medieval society: the fully literate, 
the "quasi-literate" (those unlettered people with access to 
another's literacy) and the illiterate who had no need for 
the ability to read or write. He also identifies "two types 
of transmission: the written and oral", and finally, he 
draws functional distinctions between "the spoken and the 
written word" (246) . He makes an important qualification to 
his characterization of the illiterate, stressing that they 
were not unacquainted with the content of the Bible nor with 
vernacular narrative. Related to his discussion of oral 
transmissions, Bauml notes that as sound, the spoken word is 
ephemeral. "It therefore is limited to two modes of 
existence: its utterance and its remembrance" (247) As 
utterance quickly vanishes, memory is essential. He cites 
the oral narrative techniques that facilitate remembering: 
formulae, traditional themes, repetition, rhythmic del' 
temporal sequences. He points out that "abstractions, if not 
personified, rendered in visual imagery, or cast in the 
of proverbial expressions are absent" (248). 
Bauml's emphasis on "literacy and illiteracy as 
determinants of different types of communication, rather 
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than as personal attributes" best summarizes his 
contribution to an understanding of twelfth-century people's 
attitude toward the ability to read (264). These "types of 
communication" include sermons, oral recitations, the songs 
and stories of the jongleurs, who sought out public places 
as well as private courts in order to increase their 
audiences and revenue, and the drama, both inside and 
outside the church. 
Sermons Designed For The Laity 
The twelfth-century concern for the art of preaching is 
evident in the careful transcribing of sermons, hundreds of 
which have come down to us, and in the writing of works such 
as Alan of Lille’s De arte predicatoris on the art of 
preaching. We possess a large store of twelfth-century 
sermons recorded in Latin. In a study of the late twelfth- 
century preacher, Alexander Nequam, R. W. Hunt notes that 
all sermons, recorded in Latin, were delivered in the 
vernacular, except those destined solely for literate 
clerical ears (92). Even earlier, however, it is clear that 
there were sermons designed specifically for the non¬ 
literate. The eleventh-century deacon Ariald of Milan 
admonishes his congregation in words that belie the claim 
that all sermons were preached as well as recorded in Latin. 
but you, who are married and who live 
from the labour of your hands, ought to 
pursue the same end daily.... even you, 
who are illiterate and ignorant of 
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Scripture, ought to give each other 
protection from this iniquity, as much 
as you can, through each others' words. 
(Stock 225) 
Priests began to direct their sermons to specific trades and 
professions, as evidenced by Honorius of Autun's collection 
of sermons, assembled before 1121, in Speculum ecclesiae. 
Among these sermons is one addressed to soldiers, another to 
merchants, and another to farmers. Sermons were unabashedly 
passed around among the clergy and used in different 
churches on the appropriate day (Haskins 147). 
Alan of Lille also designed a series of sermones ad 
status, 
in which the preacher is invited to 
exhort knights, lawyers, princes and 
judges, married people, widows and 
virgins, recalling to them the duties of 
their condition and above all the faults 
that they ought to avoid. (d'Alverny, 
introduction 147)3 
Medieval views on the rhetoric of sermons derived from 
St. Augustine's threefold classification which was, in turn, 
based on the work of Cicero: parva, modica and magna. 
Unlike Cicero, however, who matched the style to the subject 
matter, St. Augustine found a particular appropriateness in 
the parva (lowly) style for sermons based on the words of 
Christ. Erich Auerbach paraphrases Augustine s words. 
The lowly, or humble, style is the only 
medium in which such sublime mystene 
can be brought within the reach of men. 
It constitutes a parallel to the 
Incarnation, which was also a a— 
in the same sense, for men could no 
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have endured the splendor of Christ's 
divinity. (51) 
There were other ways of making the sermon not only 
accessible, but compelling to the general populace. Alan of 
Lille, in a Palm Sunday sermon, describes the invisible in 
terms of the visible, a concrete setting known to each of 
his listeners. 
For just as in the city some rule, as 
wise men, others labor, as soldiers 
counted as the city’s sentinel, others, 
plebians obey, in this way in the world 
just as in the great city.... (246- 
47)Ref? 
The concern that the sermons be understood by the 
population-at-large is also evident in the use of various 
devices for emphasis and clarification, as well as exempla 
drawn from the everyday experience of the people. The 
sermons of Hugh of St. Victor are replete with homely 
metaphors. One of his sermons expands on the idea of the 
spiritual life as "a verdant tree," another describes the 
faithful soul as a bee, gathering "his honey for eternity 
(Bourgain 254). Preachers drew examples from the grape 
harvest, falconry and fairs, "the institutions that they 
have under their eyes" (254).6 They often dramatized their 
messages by means of dialogue, "playing" the parts of 
several speakers themselves (211 ff -) - They used extended 
allegories, such as Alan of Lille's use of the feudal 
structure. Some sermons contained poetic devices, for 
to charm the ears of the 
example rhyming and assonance 
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congregation. Such devices also served as mnemonic devices 
that helped to engrave the exempla on the minds of the 
listeners. 
Thus it is clear that the sermons were not aimed solely 
at an esoteric audience. Preachers designed sermons for 
secular ears and created figures of speech and little 
allegories that struck familiar chords in their audience. 
They tailored their messages to particular vocations, and 
were concerned with style as it contributed to accessibility 
of meaning. 
Learning From Ritual, Drama And Celebration 
"Ritual," says the anthropologist Mary Douglas, "is 
pre-eminently a form of communication" (20). In "Nyakyusa 
Ritual and Symbolism," another anthropologist, Monica 
Wilson, writes: "Rituals reveal values at their deepest 
level...men express in ritual what moves them most, and 
since the form of expression is conventionalized and 
obligatory, it is the values of the group that are revealed 
(241) . Can one make such claims for the rite of the 
medieval mass, couched in liturgical Latin? An affirmative 
answer to this question is based on the visual, dramatic 
nature of the mass. Encompassing multiple sensory 
experiences, the medieval mass communicated in a number of 
ways: through symbolic gesturing, positioning, movement, 
chanting, censing and tasting. 
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The prominence of liturgical drama in church ritual 
helps us to understand ways in which specific, reiterated 
images came to be a part of the people's visual vocabulary. 
Appearing in the ceremonies of high festival days, in the 
daily mass, painted on walls and carved on the church 
exterior as well as interior, these images must have been 
indelibly etched on the mind's eye of each of the witnesses 
to these events. It is easy to see why innovation and 
diversity were not of interest to those leaders in the 
Church concerned with the didactic possibilities in these 
visual experiences. 
The drama intrinsic in the liturgy was understood by 
theologians early in the Middle Ages. As early as 850, 
Amalarius of Metz in his Liber officialis interpreted the 
mass as: 
an elaborate drama with definite roles 
assigned to the participants and a plot 
whose ultimate significance is nothing 
less than a 'renewal of the whole plan 
of redemption' through the re-creation 
of the 'life, death, and resurrection’ 
of Christ, (qtd. in Hardison 39) 
In 1100 Honorius of Autun described the celebration of the 
mass in terms of theatrical tragedies. He referred to the 
celebrant as "our tragic author", with his gestures 
representing the agony of Christ in "the theater of the 
Church" (qtd. in Hardison 39). 
The connection between the liturgy and drama has been 
extensively studied by a series of scholars since the 
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beginning of this century, most notably, E.K. Chambers in 
The Mediaeval Stage of 1903, Karl Young in The Drama of the 
Medieval Church of 1933 and O.B. Hardison in Christian Rite 
and Christian Drama in the Middle Ages of 1965. Both 
Chambers and Young provide extensive information about the 
content and dissemination of the plays through Europe. 
Chambers begins his history with the disintegration of the 
classical theater and ends with the Tudor era. His 
appendices contain late medieval play scripts and related 
documents, interesting for this study as culminations of the 
developments of the high Middle Ages. Karl Young adds 
considerable documentary material to his study, which he 
sees as a continuation of Chambers' work. His two volume 
work contains the original scripts for the plays. 
In her book The Dissemination of the Liturgical Drama 
in France, Edith Wright identifies the great centers where 
the drama flourished and from whence it spread through the 
surrounding territories. St. Martial of Limoges was the 
source of six important texts: the Visitatio sepulchri, 
Qfficium pastorum, Qrdo stellae, Officium rachelis, 
Proohetae and Soonsus. This monastery attracted numerous 
pilgrims to the tomb of St. Martial, who in 1028 was 
declared to be one o£ Christ’s seventy-two apostles (24-25) 
Wright points out that Limoges was strategically located at 
the point where two major highways crossed, "one of which 
stretched north and south, connecting Orleans and Toulouse, 
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and the other east and west, from Saintes to Lyon" (26), 
near to the southern border of Burgundy. Another powerful 
monastery, Fleury or St. Benoit-sur-Loire, was also a center 
for the development of liturgical drama. This monastery 
possessed a single manuscript that alone contains "the 
richest repertoire of liturgical plays to be found in all of 
mediaeval Europe" (137). One of the eleventh-century abbots 
of St. Martial had been a student at Fleury, and a treaty of 
friendship between the two monasteries had been signed in 
942 (143). Founded in 651, Fleury's first claim to fame 
came from its possession of the relics of St. Benedict, 
author of the Benedictine Rule. After a Norman invasion in 
865, Fleury went into decline and, in the tenth century, was 
reformed by a previous abbot of Cluny, who came to Fleury as 
abbot in 931 (137). Wright describes Fleury's influence as 
widespread, pushing beyond the borders of France, westward 
to England, eastward to the German Empire and southward to 
Italy and Spain (144-45). 
Fleury's connection with St. Martial must have 
introduced the monks to the latter's Easter and Christmas 
plays, existing "in embryonic form" well before the twelfth 
century (148) . The Fleury Easter play Wright believes to be 
closely connected to a version from a Dublin text; the two 
plays share exact lines, an indication of the far-reaching 
distribution of the scripts. She dates Fleury's play-book 
from the twelfth or thirteenth century, but in a note she 
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mentions that "on the basis of the musical notation," 
Albrecht places the manuscript in the twelfth (148). It 
would seem to be erroneous to assume that the manuscripts 
that have come down to us represent the plays' earliest 
performances, and Wright provides considerable evidence for 
the liturgical dramas appearing as early as the tenth 
century. 
O.B. Hardison considers both liturgy and plays in his 
book Christian Rite and Christian Drama. Written sixty 
years after Chamber's work and thirty after Young's, 
Hardison brings a new perspective to this subject. In his 
preface he signals his intention to eradicate the boundary 
drawn by Chambers and Young between religious ritual and 
drama. "Religious ritual was the drama of the early Middle 
Ages," he writes, and he finds in Amalarius Liber 
officialis a conscious interpretation of the mass as drama 
(viii). 
Hardison disagrees with, what he terms, Chambers 
■■evolutionary" view o£ religious drama, which moves from 
simple to complex, from sacred to secular. He demonstrates 
that neither the dates nor the plays themselves conform to 
this theory. He also disagrees with Chambers' view that the 
Church was anxious to suppress the mimetic instinct in 
people and only tolerated it in the form of liturgical drama 
of bringing under ecclesiastical control this 
as a means 
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dangerous tendency. He believes that mimesis was alive and 
well among both clerics and laypeople. Hardison is 
concerned with Karl Young's "refusal to discuss aesthetic 
matters matters involving 'majesty, charm, and 
significance’," in other words, those parts of the 
experience that comprise the impact on and emotional 
engagement of the viewers (19). 
A Dutch scholar, Benjamin Hunningher, responds to 
Chambers* position that the Church frowned upon mimes and 
plays as more likely to be diabolic than divine in origin. 
He argues that "theater was not reborn in the Church, but 
adopted and taken in by her" (105). Hunningher believes 
that secular actors, specifically mimes, were called in by 
the clergy to perform in the liturgical plays. In support of 
this view he offers a number of manuscript illustrations 
from a troparium in the Biblioth^que Nationale in Paris. 
Evidence certainly abounds for the presence of mimetic 
activity inside and outside churches from the tenth century 
on. Much of the disagreement among scholars as to when, 
where and in what form drama came into being lies in the 
definition of the word itself. Hardison disagrees with 
Young's insistence on the necessary presence of 
impersonation for any performance to be termed drama. He 
argues that this stress on impersonation is the product of 
the nineteenth century separation of art and reality, a 
division that he does not find in the Middle Ages, nor for 
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that matter, in the attitudes of twentieth-century actors 
trained in Stanislavski's "method" (33). He believes that 
identification describes more accurately the medieval 
experience of drama than impersonation. "There would seem 
to be no reason to deny to medieval man watching a 
dramatization of the Passion of Christ experiences which 
modern man can have while watching Oedipus rex" (32). 
One might also include the responses of ancient Greek 
audiences, if we accept Aristotle's theory of catharsis for 
viewers of the tragedies. Hardison's broad definition of 
drama includes all elaborations on the liturgy that convey 
the meaning of the mass through gesture, symbol, movement 
and the positioning of those involved in its celebration. In 
his argument with Young, he stresses the expressive nature 
of the mass and its ability to engage all participants, not 
just visually, but emotionally as well. 
The liturgical plays remained, of necessity, close to 
the scriptural narratives and, for the most part, have come 
down to us in Latin. The Christmas cycle comprised the 
events surrounding the birth of Christ, the Passion cycle 
those leading up to and following the Crucifixion. There 
were also plays based on Old Testament stories including 
Mygt£re d'Adam in the vernacular along with Les trois 
Maries, both of the twelfth century, the latter play a 
vernacular translation of an elaborated Quern quae_ritis 
script (253-55). There also exist scripts using both 
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languages, such as Le jeu des vierges sages et des vierges 
folles, another twelfth-century manuscript (Jeanroy 14-19). 
The chorus introduces the play's subject and in Latin 
exhorts the virgins to vigilance. Gabriel and the 
merchants, however, speak in the vernacular, whereas the 
virgins, both wise and foolish, switch back and forth 
between Latin and the vernacular. An actor representing 
Christ appears at the end of the short play and recites two 
verses in Latin and three in the vernacular. It is 
difficult to find a system in this switching back and forth 
between two tongues; perhaps some Latin was retained because 
it was seen as closer to the scriptural meaning, perhaps for 
its beauty. The vernacular would have ensured that the 
parable's message was understood by all present. Christ’s 
Latin verses are close to his words in the Gospel; the 
vernacular verses make explicit the implications of the 
foolish virgins' wasting of lamp oil and seem to draw on 
legendary sources. "Allez, chetives, allez, malheureuses, 4 
tout jamais dureront vos tourments: en enfer vous allez 
etre men6es (Jeanroy 19). (Go, worthless ones, go unhappy 
ones; for each of you your torments will endure forever.) 
One wonders, however, if those Latin passages that were 
close to Gospel readings and repeated a number of times in 
the course of the Church year may not have been recognized 
and understood by the faithful laypeople when heard and seen 
within the context of dramatization. 
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In order to recreate what must have been the viewers' 
experience of these plays, one must imagine the multi¬ 
faceted experience that they provided: chanting, vestments 
sumptuous in color and texture, incense, processing and the 
sonorous words reinforced by gesture. Ethelwold, a tenth- 
century bishop of Winchester, wrote down extensive 
directions for the early morning Matins office on Easter 
Day, the traditional time to include the Quern quaeritis. 
The directions conclude in the following way: 
When the anthem is done, let the prior, 
sharing in their gladness at the triumph 
of our King, in that, having vanquished 
death. He rose again, begin the hymn Te 
Deum laudamus. And this begun, all the 
bells chime out together. (Chambers 15) 
The congregation sang the Te Deum along with the clergy 
(Wickham 39). The chanting of many voices and the 
simultaneous chiming of bells brought the early morning 
Easter service to a dramatic climax. 
Celebration was not confined to the Church holy days 
alone. Jongleurs were to be found at crossroads, in village 
squares, at fairs and weddings, both lavish and modest. 
Edmond Faral, in his book T.es -jongleurs en France au moyen 
age, describes this profession, not, as the word suggests, 
confined to juggling. "Dance, music, stories, songs, every 
sort of ingenious invention, that is what the jongleurs 
brought with them” (92). A major 
concerned the lives of the saints 
part of their repertoire 
, subjects certain to draw 
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an audience. Translated into the vernacular since the tenth 
century, these lives were recited publicly by the jongleurs 
along with religious poems, evangelic recitals and stories 
of miracles (48). Henry Kraus attributes the widespread 
popularity of certain saints' lives to the degree to which 
they possessed "the common touch" (113). Formulaic and 
often repetitive in their rendering, saints' lives were told 
and retold. The concrete presence of the saints in the form 
of relics, often housed locally, and if not, accessible for 
the intrepid who ventured forth on pilgrimages, certainly 
enhanced the telling of their stories. That these 
recitations were accompanied by dramatic action is evident 
from numerous references to gestures, costumes and masks 
(Nicoll 151-53) . The lack of actual scripts for these 
performances is to be expected, J.D.A. Ogilvy notes, as they 
sprang from an oral tradition and one that the lettered 
clerics would have little interest in preserving (615). All 
drama until the invention of printing, he reminds us, was 
"ephemeral stuff". 
Ephemeral as the performances were, it is clear that 
drama in a number of different forms was accessible to the 
general population. Sometimes ceremonial, sometimes 
didactic, certainly always engaging, whether solemn or 
comic, one can assume that dramatic actions were understoo 
by the people. Furthermore, Ogilvy believes that 
professional entertainers, "needing the largest audienc 
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possible, must have performed in the vernacular..." (617). 
But even when the dramatic performance was part of the Latin 
liturgy, the meaning embodied in gestures and movements was 
surely not lost on the congregation. 
As with the preaching of God's word, the plays were 
communal experiences or, to borrow Victor Turner's phrase, 
"social processes" suggesting the reciprocal communication 
that exists between audience and actors. 
The Pilgrimaqe--A Journey to Salvation 
In Dramas, Fields and Metaphors, Turner gives one 
chapter to the subject, "Pilgrimages as Social Processes 
(166-230) . He points out that pilgrimages provided an 
experience that bonded together "large numbers of men and 
women, who would otherwise have never come into contact, due 
to feudal localism and rural decentralization of economic 
and political life" (170) . People set off on pilgrimages 
for a variety of reasons: 
The pilgrim of the Middle Ages was 
sometimes a sinner who went to ask 
pardon for his sins, sometimes a 
condemned one who atoned [for them], 
but, the majority of the time, it was a 
simple faithful one who wished to 
contemplate the venerated places, to 
touch the grill of the saints' tombs 
with his forehead. (Mcile 245) 
Chaucer describes the light-hearted attractions that enticed 
people to join pilgrimages, but it was also an arduous 
undertaking, fraught with danger, physical hardship and 
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economic sacrifice. The compensations, however, were 
manifold. The image of two pilgrims on the central tympanum 
at Autun attest to these rewards; identified by their 
emblems the cross signifying the journey to Jerusalem and 
the shell to Compostela--they appear to be stepping out of 
their graves with alacrity, their gaze fixed confidently on 
the heavenly regions above.8 
The routes to Rome, Jerusalem and Compostela were 
punctuated by shrines containing the relics of local saints 
or those brought from distant places by travelling monks or 
crusaders. The veneration of relics began early in the 
Christian era and was still flourishing in the twelfth 
century. Abbot Suger left a vivid record of the arrival of 
pilgrims to venerate the relics of St. Denis in the church 
that bears his name: 
Often on feast days, completely filled, 
it disgorged through all its doors the 
excess of the crowds as they moved in 
opposite directions, and the outward 
pressure of the foremost ones not only 
prevented those attempting to enter from 
entering but also expelled those who had 
already entered. At times you could 
see, a marvel to behold, that the 
crowded multitude offered so much 
resistance to those who strove to flock 
in to worship and kiss the holy relics, 
the Nail and the Crown of the Lord, that 
no one among the countless thousands of 
people because of their very density 
could move a foot; that no one, because 
of their very congestion, could [do] 
anything but stand like a marble statue, 
stay benumbed or, as a last resort, 
scream. (Panofsky 89) 
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Curiosity must have impelled many pilgrims, leading them 
from one shrine to another, through one church after 
another, each different, yet displaying familiar images for 
them to "read". But more compelling than curiosity was 
certainly the emotional experience proffered by these great 
edifices. A byproduct of this journey toward salvation was 
certainly the pleasure to be had in the contemplation of 
beautiful structures and arresting carved and painted 
images. Aesthetic and religious responses are inextricably 
joined in the twelfth-century description of St. James of 
Compostella in the Guide du p^lerin (90-92). 
In this church indeed there is no crack 
or decay to be discovered. It is 
wonderfully constructed, large, 
spacious, bright, in greatness 
unparalled, in width, in length and 
height harmonious, in work it is 
considered wonderful and inexpressible, 
and even is constructed in two stages 
like a royal palace. Truly one who goes 
on high in the nave of the palace, if 
sad he ascends, seeing the perfect 
beauty of this temple, he is made joyful 
and glad.9 (91) 
In addition to this aesthetic experience, for the 
pilgrim "the world becomes a bigger place. He [the pilgrim] 
completes the paradox of the Middle Ages that it was at once 
more cosmopolitan and more localized than either tribal or 
capitalist society" (Turner 183). 
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The Builders and Stone Carvers 
Armi has identified forty-three masons' marks carved 
onto seven Burgundian churches: Anzy-le-Duc, Macon, Perrecy- 
les-Forges, V6zelay, Montceaux l'Etoile, Cluny III and 
Paray-le-Monial. John James has been able to identify nine 
working crews for Chartres by these marks. This information 
helps to tell us more about the working methods of the 
masons as well as to draw attention to differences in the 
sculptors' styles and skills. James believes that, in many 
cases, the marks indicated that the masons were paid for 
piecework. Some of them, however, are carved with elegant 
flourishes that reflect pride of "authorship" (23-24). 
Increasingly, the view that these workmen remained 
voluntarily anonymous and were denied a say in the 
fashioning of the carved images is disappearing. Names of 
individual sculptors have emerged in documents and carved 
onto the stone itself: Gilabertus at Toulouse, Nicolb and 
Guillelmus at Verona and Wiligelmus at Modena among them 
(Hearn 212 n 84, 158-63, 91). The most marked example of 
the desire on the part of a sculptor to be identified is the 
sentence carved in the center of the tympanum at Autun. 
"Gislebertus me fecit" (Gislebertus created me).10 The 
Bishop of Autun and the Cathedral Chapter must certainly 
have approved this display of self-esteem, undoubtedly 
merited in their eyes, because almost all of the carved 
capitals inside and outside the church, as well as the north 
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and west portals, are attributed to him. Furthermore, it 
seems clear that he accomplished this work within a period 
of about ten years. The general rule was for "a fairly 
large team of very talented sculptors" to work on large 
churches as at Cluny and V6zelay....Only in the dimly-lit 
upper part of the building did Gislebertus allow some of his 
assistants to try their skill on capitals of secondary 
importance" (Grivot and Zarnecki 13-14). 
Evidence of Gislebertus1s work has been found at Cluny 
III, perhaps his training ground, and at V6zelay (Armi 106) 
Beyond this meager information nothing is known about 
Gislebertus. One can only conjecture about his life as a 
sculptor from small pieces of documentation that have come 
down to us about the profession in general. 
Early in the twelfth century the artist 
was not only usually a freeman, but his 
status was superior to that of most 
other workmen. The Comte d'Anjou, 
Foulque V, in 1120, exempted all 
artisans, masons, and carpenters from 
all corv^es (forced labor) and charges 
due the seigniory of Montcontour. 
Between 1127 and 1137 the Due 
d*Aquitaine, Guillaume VIII, decreed his 
special protection over workmen engaged 
in building abbey churches in the 
various regions of his domain.... In 
1187, the Comte de Toulouse, Raymond V, 
gave the master masons of Nimes such 
privileges as to render them "vassals of 
lower degree," with whom the 
arranged a sort of feudal fief. (Kraus 
195-97) 
Although information about the trade guilds is more 
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available from the thirteenth century on, there are guild 
charters dating back to the twelfth century (198). 
The master masons travelled; jobs requiring lesser 
skills were filled by local workers. Thirteenth-century 
accounts for work at Autun list among the Chapter's expenses 
the renting of a house for the Master and money for his 
clothing, aside from a direct payment to him (Gimpel 48). 
Clearly the masters were well looked after. Gimpel points 
out that only in 1956, with the establishment of the three 
weeks' annual vacation along with ten feast days, have 
French people recovered as many holidays as were given to 
them by the medieval Church (37). 
In addition to the legend of the artist's anonymity, 
there is another that has been dispelled in recent years: 
the belief that most artists before the thirteenth century 
were clerics. Kraus cites Viollet-le-Duc's theory that 
churchmen encouraged the anonymity of the artists in order 
to give credence to the term fecit, frequently attached to a 
cleric's name, when read as created rather than had done. 
"Even as far back as the thirteenth century Matthew Paris 
expressly warns us that the attribution of a building to a 
particular abbot only means that he arranged for it to be 
built and provided the funds" (185).11 
It is, of course, the works themselves that tell us 
most about these sculptors. That the rendering of the major 
religious subjects was overseen by clerics is probable, but 
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such supervision does not account for the striking 
variations in the treatment of similar themes or the power 
with which they are expressed that could not result from 
mere copying of a formulaic representation. Kraus notes 
that the carving of the labors of the month provide evidence 
for the freedom of the artist in their subtle variations 
related to the region in which they were carved. 
Individual depictions reflect local climate and 
traditions. He mentions the surprising substitution of 
grapes for Eve's apple at Notre-Dame-du-Port in Clermont- 
Ferrand, the heart of the wine country (103). In Italy the 
February figure is already trimming vines, "when his French 
equivalent is still warming himself by the fire" (105) -12 
Precise details of bee-keeping appear on one of the 
nave capitals at V6zelay, among them the cone-shaped 
basketwork hives still used in certain areas of France 
today. On one side of the capital two men engage in moving 
the bees from one hive to another in order to collect the 
honey. On the north side of the capital a figure plunges 
his arm into the vacated hive to scrape the wax from the 
sides (Banchereau 406-09). The naturalism in the rendering 
of this capital suggests not only the artist's careful 
observation of the details of bee-keeping, but the desire to 
record in durable stone the daily round of the peasantry. 
Gislebertus manifests this same interest in carefully 
observed detail at Autun: the costumes of the pilgrims on 
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the lintel of the west portal, the garden tool on which Cain 
leans during his conversation with God, and the neatly 
clipped tail feathers of the cocks readied for a cockfight, 
both scenes on interior capitals. It is an indication of 
his genius that he moves from homely details such as these 
to the nude figures on the lintel, whose despair is revealed 
in gesture and stance alone and finally, to the abstract 
figure of the awe-inspiring Christ of the tympanum. 
Taken together, the sources reviewed in this chapter 
give us a closer look at the ways in which medieval people 
communicated, particularly those of twelfth-century France. 
It becomes apparent that this period was one of growth, 
expansion and change, geographic and social mobility. The 
reforming of monastic houses, the establishment of the 
canons regular, the search for the vita apostolica on the 
part of both laity and clergy reduced the barrier that had 
separated those living inside the cloister from those on the 
outside. It is also clear that the time had not yet come 
when learning would be considered the exclusive property of 
the lettered. Not to be able to read and write did not 
deprive one of a multitude of learning experiences. The 
treatises on preaching and the sermons themselves reflect a 
sophisticated concern for communication. The Church s daily 
ritual, high feast days, liturgical drama, the secular plays 
and the pilgrimages all engage the participants in intense 
Each of these events draws upon a 
emotional experiences. 
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universal visual language, dependable in its uniformity. 
The builders and carvers stood between the clerics and the 
people, responding to the former's directions and 
recognizing the latter's needs and desires as well. The 
"patterned meanings" take similar shape, whether in the form 
of liturgy, drama or stone. One way in which people learn 
languages is through meaningful repetition, and when that 
repetition occurs through varied media, one suspects that 
the "language" is all the more quickly and lastingly 
acquired.13 
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Notes on Chapter 4 
1. See, for example, Alain de Lille, Textes inAdits (Paris: 
Librairie Philosophique J. Vrin 1965), particularly 168 ff 
in which he discusses the four levels of knowing, also Hugh 
of St. Victor's Didascalicon and John of Salisbury's 
Metalogicon (Berkeley: University of California Press 1955). 
2. See Brenda Bolton 11 ff. 
3. In Sword, Miter, and Cloister: Nobility and Church in 
Burgundy, 980-1198, Constance Bouchard notes the increase in 
the estabishment of new monastic houses during the eleventh 
and twelfth centuries as well as the reforming of the old, 
the majority under the influence of Cluny (102) . She point 
out that the word reform in the Middle Ages meant "shape 
anew," "the process by which an old church, often abandoned 
since the time of the Viking invasions or else staffed by 
only a few clerics of unexemplary life, would be refounded, 
rebuilt, and repopulated with monks of a regular life (87), 
4. "De son bapteme A sa mort, le paroissien 'appartient A 
son Aglise. Comme le lui rappellent ces statuts diocAsains 
il doit y assister A la messe dominicale, s'y maner, payer 
les oblationes, rApondre de ses culpae et excessus au 
tribunal du synode." (534) 
5. "dans lesquels le prAdicateur est invitA A ex*Jortf^ 
chevaliers, avocats, princes et juges, gens man s, . . 
et vierges, en leur rappelant les devoirs de^leur 
et surtout les fautes qu'ils doivent Aviter.' 
6. "les institutions qu'ils ont sous les yeux. 
7. "Le pAlerin du moyen Age Atait parfois unCondamnA 
allait demander le pardon de ses fautes, Par simpie 
qui expiait; mais, la plupart du temps, c Atait un simpl ^ 
fidAle qui voulait contempler des lieux vAnAr 
son front la grille des saints tombeaux. 
8. Emile MAle, in two chapters of L'art which1the iconography 
siAcle en France, discusses the way n h!ch the ico 9 » 
of sculptures arui paintings was influenced by the png 
routes adjacent to the church buildings (245-315). 
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9. "In eadem vero ecclesia nulla scissura, vel corrupcio 
invenitur: mirabiliter operatur, magna, spaciosa, clara, 
magnitudine condecenti, latitudine, longitudine et 
altitudine congruenti, miro et ineffabili opere habetur, que 
etiam dupliciter velut regale palacium operatur. Qui enim 
sursum per naves palacii vadit, si tristis ascendit, visa 
obtima pulcritudine ejusdem templi, letus et gavisus 
efficitur." 
10. Though not as prominently displayed, Gilabertus signed 
his work at Toulouse: "Vir non incertus me celavit 
Gilabertus" (Gilabertus who is not unknown created me, 
Grivot and Zarnecki 13, n 1). 
11. Kraus is quoting L. F. Salzman, Building in England Down 
to 1540 (Oxford: Clarendon Press, 1952): 1. 
12. Kraus is citing Emile Male, The Gothic Image 70-71. 
13. See Kosslyn 174-190. 
CHAPTER 5 
THE CHURCH AT ST. LAZARE, AUTUN AND THE LAITY 
Introduction 
The literature reviewed in the last three chapters 
provides directions for an exploration of the questions: 
what did people see in the carved images of the twelfth- 
century portals, and how might they have learned from them? 
In pursuing these directions, I depart from traditional art 
historical approaches concerned with attribution, stylistic 
and iconographic influences, and evolving techniques. These 
concerns tell us something about the minds and hands that 
created the work of art; they do not inform us as to what 
was going on in the heads of viewers. On the other hand, 
the present dissolving boundaries among disciplines allow 
Cognitive Psychology, Social History, Anthropology and 
Philosophy to join with Art History to consider this all- 
important question of the viewer's response and the 
significance of that response for current pedagogy. 
In this chapter I discuss the sculpture of the church 
of St. Lazare at Autun in central Burgundy. In order to 
establish a sense of the "ground" from which twelfth-century 
people viewed the sculptures, I draw upon the historical 
literature discussed in chapter 4, as well as writings 
related specifically to Autun. Where "ordinary people" of 
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this period are concerned, documentation of the thought and 
behavior of specific individuals is rare. One can, however, 
discern general tendencies to think and behave in certain 
ways from descriptions of communal conduct, from sermons, 
from popular literature and from the works of art directed 
at and responding to the general population. As my focus is 
on the works of art, I look to the other sources merely for 
confirmation of my findings. 
Burgundy: the Terrain, the Building Boom 
Fertile valleys and copious waterways grace the 
province of Burgundy, a fact that made it vulnerable to 
invasions as well as inviting for farmers. The Romans were 
attracted to this part of France; Julius Caesar praised the 
Aedui, the tribe then occupying much of Burgundy, for their 
vigor and enlightenment (Hatch 15). Christian missionaries 
followed hard on the heels of the Roman invasions and 
established small communities as far north as Dijon. The 
tribe that gave the province its name, the Burgundu, 
arrived in the early sixth century, having fled the Huns. 
An offshoot of the Vandals, they were already Christianized, 
but of that group, the Arians had been denounced as heretics 
at the Council of Constantinople in 381 (21). The 
succeeding centuries saw Saracen invasions from the south in 
the eighth century and Norman invasions from the north in 
t-hp eleventh century 
the ninth and tenth. It was not unti 
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with the Capetian dukes that Burgundy became a strong power 
in its own right, and was able to take part in the growing 
prosperity and building boom described by the Burgundian 
monk and historian, Raoul Glaber: 
So on the threshold of the aforesaid 
thousandth year, some two or three years 
after it, it befell almost throughout 
the world, but especially in Italy and 
Gaul, that the fabrics of churches were 
rebuilt, although many of these were 
still seemly and needed no such care; 
but every nation of Christendom rivalled 
with the other, which should worship in 
the seemliest buildings. So it was as 
though the very world had shaken herself 
and cast off her old age, and were 
clothing herself everywhere in a white 
garment of churches. Then indeed the 
faithful rebuilt and bettered almost all 
the cathedral churches, and other 
monasteries dedicated to divers saints, 
and smaller parish churches.... 
(Coulton 6-8) 
In the same passage Glaber records the sudden and 
abundant appearance of relics of the saints, beginning with 
the discovery of "many ancient holy things," including a 
fragment of Moses' rod at St. Stephen's Church in the 
northern city of Sens on the frontier between Champagne and 
Burgundy. 
Glaber's description of the "white garment" does not 
appear to be hyperbolic if one examines maps of the 
different regions within the province from the Zodiac 
publication Bourgogne Romane (figures 2,3, and 4), these 
maps mark only those Romanesque edifices that have survived 
of destruction such as that following in 
subsequent waves 
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the wake of the French Revolution. The areas where church 
buildings are more broadly scattered reflect the rugged 
country of the Morvan as opposed to the gentler terrain of 
the C6te d'Or and Le Brionnais to the south. 
For the succeeding two-hundred years relic discoveries 
were endemic as were the legends that grew up around them. 
Crusaders and pilgrims returning from the Holy Land and Rome 
purchased (or pilfered) sacred relics along the way. 
Churches were built especially to house the relics, and once 
installed, became the object of still more pilgrimages. 
This "garment of churches" continues to provide 
twentieth-century pilgrims and sight-seers with visual 
riches. It is seldom that one approaches even the smallest, 
most out-of-the-way of these churches on a summer day 
without encountering other visitors, sometimes crowds, who 
stop and study the portals and then pass into the churches 
to scrutinize the interior. 
The Problem of Dating 
There is considerable controversy as to the exact year 
or for that matter, decade in which the majority of 
Burgundian churches were built. In the case of prominent 
churches such as St. Lazare of Autun, some documentation has 
survived to establish fairly specific dates, but 
number of small churches, none exists and scholars differ, 
sometimes significantly, as to the date of construction. 
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For example, art historians divide into two camps concerning 
the influential Cluny, one group believing "that the major 
construction of Cluny III began and finished twenty to 
thirty years earlier than the other" (Armi 22)With no 
documentation for the construction of Perrecy-les-Forges, 
Raymond Oursel dates the tympanum to the end of the eleventh 
century, but believed it was installed between 1120 and 
1125, another scholar proposes a date around 1150, another 
between 1130 and 1140 (23). The early dating of Cluny III 
(1088-1110) by Kenneth J. Conant, who devoted most of his 
scholarly life to the study of this abbey, gave strong 
support to the view that Cluny influenced a number of 
Burgundian churches, while Armi, as described in chapter 4, 
argues for a reverse direction of influence, "'not a 
revolution from outside1 as heretofore thought," but a 
synthesis culminating in the great abbey of Cluny (117). 
Armi’s study also gives greater visibility to the creative 
role of the masons, whereas Adolf Katzenellenbogen, in the 
case of the V6zelay narthex portals, argues for the 
creativity of a single designer whom he identifies as the 
learned Peter the Venerable, once prior at that abbey, then 
abbot at Cluny (1022-1056) (151). 
The uncertainty ot dating and authorship of the design 
throws doubt on those studies which attempt to establish 
precise cause-effect relationships between a specific event 
and a particular work of art. Walter Cahn examines studies 
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that have argued such relationships in "Heresy and the 
Interpretation of Romanesque Art." He believes that Emile 
Male was the first scholar to make connections between 
regional heresies and the subjects chosen for portals of 
that region. While he finds Male's argument convincing 
concerning St. Gilles-du-Gard in the south of France, he 
demurs at those studies that fasten on minute details 
related to a "conjectural assessment of the intellectual or 
social climate which prevailed." He finds arguments that 
certain churches were designed with the express purpose of 
"refuting the views of one's religious opponents" 
inconsonant with the broader mission of the church. He con¬ 
cedes, however, that the Christian Church has seen as its 
role both the defense of orthodoxy and the fight against 
heresy (29). 
The problem lies more in the attribution of a single- 
minded intention to works created by a number of minds and 
hands over a period of years. To see certain events as 
possible contributing conditions rather than direct causes 
avoids the danger noted by Cahn. This caution is 
particularly important when approaching the question o£ how 
people (other than learned clerics) actually viewed the 
portals. The present study looks for habits of thought 
rather than specific incidences of thought or actions 
recorded in writing, the latter most often the product 
prominent, learned churchmen. It also looks for communal 
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behavior that reflects knowledge of the church teachings 
imparted by the portal carvings in conjunction with sermons 
and liturgical drama. 
Autun, the Church of St. Lazare, its History 
The Cathedral of St. Lazare in Autun sits on a hill, 
its base surrounded by houses and shops, many of them 
medieval in construction (figure 5). Roman ruins remain- 
gates, a theater, a sanctuary, a commemorative monument, 
sections of the wall, as well as innumerable fragments of 
that civilization marking the era when Autun was Augusto- 
dunum. A number of smaller Romanesque churches have 
disappeared, and, despite the monumental vestiges of the 
Roman settlement, nothing detracts from the crowning 
presence of the cathedral. 
0. K. Werckmeister cites the sources available to us 
for the history of the construction of the cathedral in his 
article "The Lintel Fragment Representing Eve from Saint- 
Lazare, Autun": 
(1) mention of "the donation of the 
building by Duke Hugh II of Burgundy, as 
referred to in a charter of Pope 
Innocent II."2 
(2) mention of "the consecration of the 
church by Pope Innocent II on 28 
December 1130, after he had been crowned 
at Autun.3 
(3) "The eyewitness account of the 
translation of St. Lazare's relics from 
the cathedral Saint-Nazaire to Saint 
Lazare on 20 October 1146, when the 
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building was still not quite finished" 
(22) .« 
Very few precise details can be gleaned from these accounts; 
they do, however, tell us something about the uses of the 
building, which I discuss later in this chapter. 
M. 1’Abb6 Devoucoux, in an essay included in The 
M6moires de la commission des antiquitfes de la Cote d’Or, 
1838-1841, recounts the circumstances that, according to 
tradition, led to the building of St. Lazare. The church in 
Autun had suffered extreme oppression under the rule of 
Robert I, Duke of Burgundy, causing the Bishop Aganon to 
convene a council at Autun in 1055 in order to bring 
pressure to bear on Robert." This move apparently resulted 
in success for, as the story goes, on hearing that a 
gentleman of Autun was freed from possession by a demon 
through the intercession of St. Lazare, Robert was inspired 
to finance the building of a church in the saint's honor 
(138). Devoucoux does not attribute to this miraculous 
event the sole cause for Robert's "conversion, but finds 
support for the Duke’s role in the construction of St. 
Lazare on a capital of a side portal of the west front 
(figures 6 and 7) where an old prince (identified by his 
beard), leans his inclined head on his hand in the 
conventional posture of anxiety.• This scene occupies one 
face of the capital; the adjacent side depicts a young 
prince (presumably his grandson Hugh II), his age signalled 
by the lack of beard, and an abbot, together presenting 
a 
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model of a church to the heavpna 
heavens, represented by an angel. 
The remaining side deni r-ha 
p cts a nude child sitting amongst 
usters of grapes, a scene that appears to be diametrically 
no historic meaning for this side of the capital, yet it 
SeemS emblematiC °£ harmony and peace, and thus reflects the 
Romanesque preoccupation with the depiction of diametric 
opposites. Devoucoux finds further references to the events 
surrounding the Duke's patronage of St. Lazare in 
neighboring capitals, but these sculptures seem less precise 
in their allusions to events in the Duke's life. Despite 
the author's claim to have perused "ancient documents," it 
is difficult to separate facts from the legends to which 
they gave birth. Yet legends themselves grow out of a 
particular Weltanschauung, and the depiction of the sorry 
prince on the capital and the adjoining donation of the 
church suggests that old wrongs were being expiated by the 
youthful donor, perhaps a legend encouraged by Robert's 
successor, Hugh II. 
The documents cited by Denis Grivot and George Zarnecki 
in Gislebertus, as well as those cited by Werckmeister have 
given us some specific information: Duke Hugh II, grandson 
of the troublesome Robert I, donated the building site; the 
church was consecrated on December 28, 1130, by Pope 
Innocent II at the time that he was crowned.7 Both these 
events are recorded in an eyewitness account of the 
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translation of st. Lazare 
Nazaire to the new church 
1146 (Werckmeister 22).8 
The Cathedral of st. 
s relics from the Cathedral of 
named for the saint on October 
Nazaire no longer exists. No 
St. 
20, 
explanations tor the proximity o£ the two churches 
surfaced (see figure 8). The cult of Saint Lazarus 
flourished since the tenth century in Autun. Based 
story of the Lazarus of Bethany whom Christ brought 
has 
had 
on the 
back 
from death (John 11:1-44) 
and interwoven with the other 
Lazarus, •'full of sores, and desiring to be fed with the 
crumbs which fell from the rich man’s table" (Luke 16: 20- 
25), Lazarus became a popular saint with the poor and 
iseased. This latter story had linked him particularly 
with lepers for whom he became the patron saint. Perhaps 
then it seemed appropriate to dedicate a church exclusively 
to the venerating of the relics of st. Lazarus, a building 
that could accommodate the growing numbers of pilgrims in 
the early twelfth century. 
The feast of the martyrdom of St. Lazarus was 
celebrated on September 1. Pilgrims flocked to Autun and, 
according to Grivot and Zarnecki, a large number of them 
were lepers. They speculate that "it was perhaps the 
special character of these pilgrimages that prompted the 
Bishop and the Chapter of St. Nazaire to build a separate 
church," (17) . The present porch in front of the western 
portal had been enlarged in 1178, but a smaller porch was 
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The feast of the martyrdom of St. Lazarus was 
celebrated on September 1. Pilgrims flocked to Autun and, 
according to Grivot and Zarnecki, a large number of them 
were lepers. They speculate that "it was perhaps the 
special character of these pilgrimages that prompted the 
Bishop and the Chapter of St. Nazaire to build a separate 
church," (17). The present porch in front of the western 
portal had been enlarged in 1178, but a smaller porch was 
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there in 1146 at the time of the translation of the saint's 
relics. A tradition exists, which the authors cite, that 
the porch provided a shelter for the lepers where they could 
venerate the saint under cover, without entering the 
building itself” (18).9 Werckmeister notes that no 
historical record of a pilgrimage made by lepers has been 
found. He believes it to be highly unlikely that such an 
event took place when lepers "throughout the 11th and 12th 
centuries were legally barred from any community" (22, note 
113). Such a proscription concerning the movements of 
lepers in the first three quarters of the twelfth century, 
however, is not uniform. In The Medieval Hospitals of 
England, R. M. Clay writes of people's attitudes towards 
lepers: 
There is no hint in the language of the 
chroniclers of encountering danger, but 
rather, expressions of horror that any 
should hold intercourse with such 
loathsome creatures .... The popular 
opinion regarding the contagious nature 
of the disease developed strongly, 
however, towards the close of the 
twelfth century. 51-52 
A statement concerning the need for isolation of lepers was 
incorporated into the Canon of the Lateran Council of 1179, 
yet even in the thirteenth and fourteenth centuries it was 
necessary to issue special proclamations, such as one in 
1369 "that no leper beg in the street for fear of spreading 
infection" (53). Clay remarks that contagion did not seem to 
be a primary concern in the ordinances of early lazar 
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houses. "The statutes of Lynn required that the infirm 
should not enter the quire, cellar, kitchen or precincts, 
but keep the places assigned in church, hall and court" 
(136). That there were periods, therefore, in which lepers 
found their way to the Church of St. Lazare seems probable; 
the strong belief in the curative powers of relics and the 
particular designation of Lazarus as patron saint of lepers 
must have provided a magnetic attraction for them. 
The North Portal: A Penitential Theme 
The north portal was dedicated to St. Lazarus, and 
probably served as the principal entrance to the church 
except on special feast days. Grivot and Zarnecki mention a 
seventeenth-century description of the church which 
referred to this doorway as "le portail de 1'entree" (146, 
note l).10 Both tympanum and trumeau were destroyed in 
1766, but a description of 1482 remains, as well as a few 
fragments, making a sketchy reconstruction possible (figure 
9). Scholars have identified the hand of the sculptor 
Gislebertus on this portal as well as the entire west portal 
(Grivot and Zarnecki 147-52, Hearn 164). The dominant scene 
was that of the raising of Lazarus from the dead. Beneath 
that scene were the figures of Adam and Eve. The story of 
the other Lazarus and the rich man Dives who rejects the 
beggar's plea for crumbs from his table, appears on the 
outermost right-hand capital. The corresponding capital on 
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the left completes this story as angels carry Lazarus to 
heaven and Dives repairs to hell. 
In its fragmented condition it is difficult to consider 
the specific ways in which the portal engaged the viewer's 
attention. Grivot and Zarnecki, however, find a "governing 
theme—compassion for the sick and poor..." on this portal 
before its destruction (147). They identify existing 
fragments as representations of the forgiving of the 
prodigal son (a son who was "dead" and is once more alive), 
St. Martin dividing his cloak in two, to give one half to a 
beggar, and the reviving from death of the only son of the 
widow of Nain. They conclude: "it seems clear that the 
doorway was planned with the pilgrims to Autun in mind, and 
especially the lepers" (147). The intermingling of the two 
Lazari was certainly not in the mind of the literate clergy, 
nor did the authors think that the confusion necessarily 
existed in the mind of the sculptor Gislebertus (147). The 
conflation of biblical stories and personages occurs 
frequently in medieval images and suggests a recognition on 
the part of the program designers that an image may serve as 
a multivalent symbol. The Lazarus, resuscitated from the 
dead and the Lazarus, seeking crumbs from the rich man 
table, link the idea of resurrection specifically to les 
mis6rables," the poor, the sick, the outcast from society, 
in T^np and Pilgrimage in Ciulstja^^ the 
anthropologists Victor and Edith Turner differentiate 
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between symbol and sign in terms of the former’s ability to 
absorb additional connotations: 
In symbols there is some kind of 
likeness... between the thing signified 
and its meaning; signs need bear no such 
likeness.... Signs are almost always 
organized in 'closed' systems; while 
symbols, particularly dominant symbols, 
are themselves semantically "open." The 
symbol’s meaning is not absolutely 
fixed. New meanings may be added by 
collective fiat to old symbol vehicles. 
(245) 
The Turners' analysis of the way in which symbols develop 
suggests that conflations such as that of Lazarus was 
purposeful rather than casual. Visual images would seem to 
be logical receptacles for the combining of narratives 
surrounding two or more people with the same name, 
particularly when those narratives contribute to the 
elaboration of a particular complex idea. In his position 
on the trumeau of the north portal, the combined Lazarus 
symbolizes penance, suffering and regeneration, thus 
duplicating the journey to salvation. A similar elaboration 
occurs with the image of St. Mary Magdalene whose image is 
discussed in the next chapter. 
The fragment containing the figure of Eve surfaced in 
1856 as part of a wall in a house that was being demolished 
(figure 10). The beauty of this sculpture and its unusual 
reclining posture has attracted considerable scholarly 
speculation. O.K. Werckmeister reviews the traditional 
representations of Eve at the moment of plucking the fruit 
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to give to Adam, all of which depict a standing Eve. He 
offers the following explanation for Eve's horizontal 
position: to the right of Eve was the now lost figure of 
Satan, presumably in a similar position and thus conforming 
to verse 14, chapter iii of Genesis: "On your breast and 
belly you shall crawl" (10). Werckmeister notes that "the 
exegetical tradition extends the curse of creeping to the 
sinners who have succumbed to the Devil’s domination (11). 
He finds an explanation for the pairing of Adam and Eve with 
the raising of Lazarus in medieval exegetical literature as 
"parallel allegories of confession." Adam hides himself 
from the face of God. 
In this hiding he does not hide himself 
from God, but God from himself; he acts 
so that he may not see the All-seeing, 
not so that he may not be seen himself. 
Contrary to this, the beginning of 
enlightenment is the humility of 
confession, because he who does not 
blush to confess the evil he has 
committed, already refuses to sP^e 
himself...-For the same reasonthede 
Lazarus, who lay oppressed by a heavy 
weight, was not at all told. Come t 
life again!", but, "Come out! This 
means '...that man, dead in his sin, an 
already buried under the weight of hi 
bad habits, because he lies hidden 
within his conscience through £ 
recklessness, should come out °£ s 
through confession. For the dead man is 
told "Come out!", so that he be called 
upon to proceed from excuse and 
concealment of his sin to*.^(12-13) 11 
accusation by his own mouth (12 li) • 
This subject of confession contributes to the penitential 
function of the north doorway that Werckmeister describes 
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"Confession," he points out, "is the decisive spiritual act 
on the part of the sinner in the sacrament of penance" (16). 
A twelfth-century collectary, once the property of the 
Church of St. Lazare and now in the Autun municipal library, 
contains the liturgical prayers for the sacrament of penance 
from the tenth-century Roman Ordo L and, according to 
Werckmeister, "widely used in Western Europe throughout the 
tenth, eleventh and the twelfth centuries" (18). The 
penitential rite demands that sinners who were to undergo 
public penance appear before the church dressed in sackcloth 
with bare feet, that they prostrate themselves "on knees and 
elbows" before the bishop, and confess their guilt.12 They 
were then conducted into the church where they received a 
final blessing before being "ritually expelled from the 
building, duplicating the expulsion from Eden of Adam and 
Eve. 
Their exclusion from the church lasted until Maundy 
Thursday when they were to reappear before the church to be 
readmitted, this time probably through the west portal. This 
public penitential ceremony occurred at least annually and 
when it did occur, it must have made a lasting impression on 
spectators as well as participants, and become linked in 
their mind with carvings surrounding the doorway, the public 
prostration of the penitents echoing the prone figures on 
the door lintel "on knees and elbows." In turn, the prone 
figures of Adam, Eve and Satan on the lintel would be likely 
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to trigger recollections of the annual ritual of prostrated 
penitents before the portal; the ever-present penitential 
message carved in stone would be activating the living drama 
of Ash Wednesday. The words of the liturgy for this service 
combined to the actions of the people and echoed in the 
images of the portal join to create a powerful impression on 
the viewer. Clergy seem to have understood intuitively the 
effectiveness of multiple forms of communication.13 
The single figure of Eve gives us a sense of what would 
have been the impact of the entire portal. The contrast 
between her horizontal posture and the erect figures of 
saints and angels in the tympanum above is made more 
pronounced by the structure of the lintel. The large figure 
of Eve almost fills the space, as must have the figures of 
Adam and Satan. There is an oppressive, tomb-like semblance 
in the relationship between the space and the reclining Eve 
within. Compared to the fragments above, one can see that 
the first family was outsize, and would have been the focus 
of viewer’s attention. At one and the same time her left 
arm reaches back to pluck the fruit and her right arm props 
her head that turns away from her sin. Her hand touches her 
cheek in the traditional gesture of anxiety. The sculptor 
displays her in a posture at once degrading and seducing. 
The curves of her body are accented by the sinuous and 
serpentine stems of the framing foliage. With this turning 
and reaching back, different moments from the Genesis 
away 
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story are compressed into one, generating conflicting 
feelings in the viewer. The figure of Eve suggests ways in 
which Gislebertus and the thinking behind the design sought 
to do more than illustrate specific Biblical stories. 
Perhaps equally important was their desire to embody a state 
of mind, one that expressed that all-too-human condition of 
ambivalence, attraction and repulsion. The resulting 
ambiguity comes closer to psychological truth than would be 
possible in a sequential narrative. 
Rituals, such as the Ash Wednesday penitential 
ceremony, involved a number of people. While only a few may 
have been singled out for public penance, the liturgy for 
Ash Wednesday invites all Christians to self-examination and 
repentance, to prayer, fasting and self-denial. The 
following liturgy, a commination or formal denunciation, 
appears in the Anglican Book of Common Prayer of 1918, 
which, with very few changes, was based on the edition of 
1549. 
Brethren, in the primitive Church there 
was a godly discipline, that, at the 
beginning of Lent, such persons as stood 
convicted of notorious sin were put to 
open penance, and punished in this 
world, that their souls might be saved 
in the day of the Lord; and that others, 
admonished by their example, might be 
the more afraid to offend. (388) 
The service continues, directed at the entire congregation, 
with a series of ten declarations, such as "The wrath of God 
that maketh any carved or molten image, to 
is upon the man 
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worship it," each related to one of the ten commandments. 
As stated in the opening declaration, this service 
derived from the primitive Church, and undoubtedly underwent 
transformations in response to changing ecclesiastical 
concerns. It does, however, give us a sense of what must 
have been an ominous and powerful experience for believers. 
The readmission of the penitents took place on Maundy 
Thursday. 0. B. Hardison describes this ceremony, drawn 
from the Gelasian Sacramentary PL, LXXIV, 1095b-97c: 'Early 
in the morning the penitents, barefoot, unwashed, unshaven, 
weak from fasting, and gaunt from the rigors of penitential 
discipline, prostrated themselves before the church doors 
(118) . As there is no mention of Adam and Eve nor of 
Lazarus in the liturgy for Maundy Thursday, Werckmeister 
questions whether the ceremony took place at the north 
portal. It is more likely that it would have taken place at 
the great west portal whose doors were opened for the high 
feast days. 
The West Portal: an Apocalyptic Theme 
The construction of the porch suggests that entrance 
through the west portal was frequent enough to merit the 
construction of a sheltering roof. The portal is conceived 
on a grand scale, the doors themselves more than twice the 
height of an average size person, and made still more 
imposing by the large tympanum encased within three arches 
157 
over the doorway (figure 11). 
In The Sacred and the Profane, the religious historian 
Mircea Eliade speaks of the significance of the threshold, 
"the limit, the boundary, the frontier that distinguishes 
and opposes two worIds.... symbols and at the same time 
vehicles of passage from the one space to another" (25). 
The Romanesque portals make a dramatic announcement of that 
transition. At Autun twenty steps lead up to the doors that 
are framed within three arches, each one of them originally 
decorated, now only two have retained the carvings. The 
shape of the tympanum echoes that of the interior east end 
apse; it is a flattened form of that semi-circular space, 
which in turn recalls the rounded canopy of heaven 
represented in a number of Byzantine churches (Lehmann 
242).1 4 The tympanum sits on three columns, each crowned 
with a carved capital. The capital of the central column or 
trumeau contains two Atlantes, evoking the world-bearing 
classical Atlas. But it is a microcosm of the medieval 
universe that rests on their shoulders. The majestic, 
larger-than-life Christ figure above appears suspended in 
air, the almond-shaped mandorla behind him carried by four 
angels in mid-flight (figure 12). Even from a distance 
there is a sense of drama in the carvings of the central 
tympanum; a procession of human figures move across the 
lintel; much larger, elongated figures occupy the region 
above. An axis and focal point for the entire tympanum 
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the figure of Christ, hands extended in a gesture that may 
be understood in multiple ways: his fingers reach into the 
contrasting scenes on his right and left; the outspread arms 
with open palms assume the gesture often used to expose his 
wounds; at the same time, his arms, in conjunction with the 
concave form of his body, appear to envelop those who 
approach. This gesture is also familiar to the faithful as 
that which the priest uses in intoning the Bidding Prayer at 
the beginning of the mass. 
No matter how complex the visual image, one sees it 
first whole, the various component parts simultaneously. 
The first impression is one of motion and stillness, of 
earth-bound beings below and a transcendant divinity above 
Susanne Langer notes that it is this experience of "the 
impact of the whole, the immediate revelation of vital 
import, that acts as the psychological lure to long 
contemplation" (Feeling and Form 397). 
What then does a closer look reveal to viewers? 
Panofsky’s three levels of response to a work of art, rather 
than providing us with a description of how we actually 
at an image, allows us to take apart the process of looking 
and isolate each of the ingredients of that process. One 
way of uncovering the expressive power of the tympanum is to 
consider it at some length from the vantage point of 
Panofsky’s first level of inquiry, without interpretation. 
What simply does one see? The lowest level, the lintel, 
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contains a procession of human figures, most of them naked 
(figures 13 and 14). The suggestion of a processing 
movement comes primarily from the left half of the lintel. 
These figures, in profile or three-quarters positions, lean 
slightly forward, their knees bent and, in some cases, the 
inside leg stepping ahead of the other. A winged figure in 
the center of the left gestures to the right as if directing 
them. This movement is brought up short by a figure turning 
in the opposite direction with raised arms and looking 
upwards. Another winged figure pushes a person towards the 
right who seems to resist, knees bent, legs close together 
and head turned back in the opposite direction from the 
momentum engendered by the pusher. All of the figures on 
the left are erect; a number of them gesture or look upward. 
They appear to move in concert. The righthand individuals, 
on the other hand, move in different directions. Each one 
stands out separately, isolated from each other by greater 
space. Yet they appear constricted, unable to stand erect. 
Heads and knees bent, they are rooted to the spot on which 
they stand. Several cover their face with their hands; some 
are sinking to the ground. One small figure with mouth 
distorted in what might be a scream is caught in the 
pincer's grip of gigantic hands. 
In the register above the lintel on the left is a 
tower-like structure from which several heads emerge, while 
below several people strain upwards as if to climb into 
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tower with the help of more winged figures (figure 13). 
Another group to the right of the structure lean towards the 
large central figure. On the other side, a winged being 
holds one side of what is recognizably scales, while a 
grotesque creature with gaping mouth and claw-like feet 
manipulates the other side. Although there is activity on 
both sides, there is a sense of order on the left the 
figures, all vertical, create a series of parallel lines, 
the tower is firmly in place. To the right of the weighing 
operation, all is in a state of chaos—disjointed figures 
seem about to fall, snake-like creatures wind around their 
legs, a structure topples behind them (figure 14). On the 
two uppermost registers, seated figures are flanked by still 
more winged figures, similar to those on either side of the 
middle register, each of the four sounding an oliphant horn 
The figures of the central register are elongated, three 
times the height of those on the lintel, but the central 
figure is twice their length and, in a broad open-handed 
gesture, several times the width. 
A lingering viewer would also find represented in the 
voussoirs of the arches that surround the tympanum the 
course of his daily life, the passing seasons signalled by 
the signs of the Zodiac and the labors of the month. Each 
labor provides a vignette of the exigencies of the passing 
seasons: January, muffled against the cold, warms 
at a fire and cuts himself an ample piece of cake. 
his feet 
March 
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trims his vines, December makes ready to slaughter two pigs. 
These little scenes may seem quaint to the twentieth-century 
viewer, but to the twelfth-century church-goers they must 
have been seen, cast in stone as they were, as the divinely- 
ordained round to which humans were committed following the 
expulsion from Eden. 
These observations then are those that any viewer might 
make. They draw upon what Panofsky refers to as "pure 
forms... as carriers of primary or natural meanings," the 
pre-iconographical stage in his system ("Studies in 
Iconology" 5). 
I have isolated this "first" step of Panofsky's 
methodology in order to demonstrate how much the tympanum 
communicates to the viewer whether or not he or she 
possesses any specific knowledge about its subject. Even 
Panofsky's "Australian bushmen" (11) would perceive the 
power of the center in this composition and the range of 
human emotion expressed by the universal body language of 
the figures on the lintel. Nevertheless, it would be 
fallacious to apply Panofsky’s approach to works of art in 
isolated stages. He reminds his readers that "in actual 
work, the methods of approach which here appear as three 
unrelated operations of research merge with each other into 
one organic and indivisible process" (16-17). Furthermore, 
he notes, whichever of his three strata occupies our 
attention at any given moment, what we see is modified by 
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subjectivity and "corrected and controlled by an insight 
into historical processes the sum total of which may be 
called tradition" (16). It was this tradition that fleshed 
out the experience of the tympanum for twelfth-century 
viewers, and, in turn, helps us to minimize our twentieth- 
century predilections. What then do such viewers bring to 
an examination of this work? 
To the experience of the Autun portal, twelfth century 
viewers necessarily brought minds conditioned by the culture 
into which they were born and raised, as well as those 
"general and essential tendencies of the human mind" 
referred to by Panofsky. Thus they were not likely to view 
the portal with "preiconographic" eyes. 
At a time when eschatological predictions are in the 
air", there would be no problem in identifying the theme 
the tympanum as the "Last Judgment (Fossier 43) 
Romanesque art was preoccupied with eschatological images 
reflecting the conviction that the second coming was at 
hand. Ideas about the end o£ the world were based primarily 
on The Book of Revelation and on Matthew 25:31-46. Christ, 
the "Son of Man", returns as judge to separate the sheep 
from the goats, the former placed on His right, the latter 
on His left. This right-left symbolism was a commonplace, 
an organizing principle for all portals, paintings and 
manuscript illuminations in which the Divinity appears. 
Vertical positioning and relative size also serve as signs 
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for the viewer in Romanesque art. The people rising from 
the dead in the lintel are of human proportions. The saints 
and angels in the middle register are attenuated, more than 
twice the size of the lintel figures, and even those humans 
promoted to the upper reaches have grown from the stature 
possessed by those climbing out of their tombs. While the 
figures in the upper register are not elongated, they occupy 
the superior position in the hierarchy, their regal status 
signalled by the thrones that support them. The thrust is 
heavenward to the right of Christ; on his left the movement, 
chaotic as it is, is primarily downward, accented by the 
toppling building at the edge of the tympanum. Only the 
saints and archangels invade this territory without being 
caught up in the turbulence. 
Nor would there be any doubt that the figure with the 
large key in the left middle register was St. Peter. To his 
right an angel hoists a figure through a window into the 
structure above while a similar figure embraces his knees, 
clearly waiting for a leg up. An arcade with a suggestion 
of barrel-vaulted openings of various sizes above signal 
"the many mansions" that Christ promises for His Father's 
house (John 14:2). Peter, as the "rock" on which the Church 
was founded and guardian of "the keys of the kingdom of 
heaven" (Matthew 16:18-19), gives his name to a great many 
abbeys, including the powerful Cluny, cathedrals and parish 
Inevitably his figure, brandishing a key, appears 
churches. 
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on the portals of numerous church facades. 
The archangel Michael, symbol of the Church Militant 
and for a long time the patron saint of France, was also 
ubiquitous (Adams 15). He became associated with The Last 
Judgment from the reference in the Book of Daniel (12.1-2) 
to the end of the world. It would not have been difficult 
for the visitors to Autun to recognize the weighing 
operation underway in the middle register on the right, 
balance scales were part of most merchants' parephanalia. 
Devoucoux describes the ceremonial weighing of the local 
bakers' bread before the bridge over the Arroux River. 
Bakers whose bread fell short of the prescribed weight were 
duly fined. But on the tympanum of St. Lazare, it is a 
person whose fate hangs in the balance (figure 15). Despite 
the mutilated condition of the small figure, one can make 
out the gesture of the hands, one that Gamier finds 
associated with the expression of submission to the divine 
will (177). St. Michael tends the pan containing the person 
while a grotesque little creature jumps into the other pan. 
St. Michael and the demon appear to be fighting for the 
greater weight, the saint with both hands gently cradling 
the pan, the demon with his own weight and a tug on the 
scale itself from the giant demon to his right. This 
depiction seems to suggest justice tempered with mercy, for 
victory is implied by the greater weight and St. Michael is 
Traditional representations are ambiguous 
clearly winning. 
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as to whether the heavier scale signifies the righteous or 
the sinner, but at Autun this ambiguity does not exist. 
Seeing Versus Hearing 
These figures were to twelfth-century people what 
George Washington and Daniel Boone are to twentieth-century 
Americans. But more significant for an understanding of 
these images than the recognition of a particular saint or 
scene represented is the habit of thought which tends to see 
things as signs and symbols, as indices of a divinely 
ordained universe (Zucker 156, Chenu 6, Davy 19). Behind 
the design of the tympanum lay centuries of accumulated 
pedagogical theory, beginning with the writings of St. 
Augustine (who in turn made use of the writings of Plato and 
Cicero), his work On Christian Doctrine widely studied 
during the Middle Ages.16 Augustine wrote: "All doctrine 
concerns either things or signs, but things are learned by 
signs" (8). Augustine's translator, D. W. Robertson, finds 
in this saint's writings a guide to understanding medieval 
culture and sees an analogy between "the symbolic techniques 
of medieval art" and those of scriptural exegesis (xiii). 
Clerics were trained in the exegesis of the Scriptures, 
which consisted of scrutiny for their literal, allegorical, 
moral and mystical meanings (Delahaye 87, Bourgain chapter 
2) . Alan of Lille gave to preaching the first position 
ladder of perfection" (Bolton 20). That his "seven-rung 
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considerable thought was given to the ability of the sermons 
to appeal to laypeople is evidenced by the various genre 
employed. Bourgain describes some that take the form of a 
dialogue, some that employ numerous personae (all 
impersonated by a single preacher) and describe the setting 
as well as actions, and some whose message is delivered in 
allegorical form (211-224).17 These devices and others such 
as the use of rhyme (227) certainly made the sermons 
memorable. Sermons dedicated to a particular saint were 
delivered each year on the anniversary of the saint (200). 
One can assume then that the congregation learned from the 
sermons and brought this knowledge to the viewing of the 
sculptures. The allegorical sermons, along with the signs 
and symbols of the carved images, provided them with a 
training ground for the perception of layers of meaning. 
In both media the transcendant meaning is rooted in the 
concrete. Both build their message on their audience's 
recognition of symbolic figures. There are, however, 
important differences. The psychologist, J. J. Gibson 
observes that "the structure of a picture is allied to the 
structure of perspective geometry, not to the structure of 
language....the informative structure of ambient light is 
richer and more 
inexhaustible than the informative 
of language" (283). His analogy to solid geometry 
structure 
is even 
more cogent to a consideration 
of sculpture than to 
The play of light across the 
sculpted surfaces 
painting. 
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and the background picks out the shapes and reinforces the 
sense of a three-dimensional space. Figures cast shadows 
onto the background, shadows darken recessed spaces and 
raise the mandor a from its surroundings, emphasizing the 
separate nature of the central figure. 
On the other hand, the linear nature of words and of 
the narrative structure of sermons lends itself to the 
perception of meaning in stages, whereas a complex image 
such as that of the tympanum invites random scanning after 
the initial view of the whole. The sculptor and the 
designer at Autun have organized the images in registers and 
provide the viewer with varying perspectives that can be 
viewed simultaneously or successively. The lintel figures 
are recognizably of human proportions. We accept them for 
what they are: representations of people rising from their 
tombs, some in attitudes of ecstatic hope and others 
weighted by despair (figure 16). When we raise our eyes to 
the next register, we have moved to a different world, 
signalled in a number of ways: the elongated figures, 
dematerialized and clearly not of this world, figures with 
wings and haloes, and misshapen bodies with grotesque heads 
In this register the allegory of judgment is played out. 
The uppermost register rides above Christ's gesturing 
hands and contains more nimbed figures, among them and 
certainly recognizable for twelfth-century people, the 
crowned queen of heaven, the Virgin Mary. All of these 
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figures are involved in activity, even the Virgin Mary who 
leans to her right as if to get a better look at her son. 
In their position above the weighing of souls, they appear 
as a heavenly court. Contrasted to this activity is the 
static, hieratic pose of Christ. The surrounding figures, 
in their profile and three-quarters positions, exemplify 
Schapiro's theory of "themes of action" as opposed to the 
"theme of state" expressed in the strict frontal position of 
the figure of Christ (Words and Pictures. Chapters 2 and 3). 
Schapiro finds in this frontal, nearly symmetrical pose "an 
artistic mode of presenting a transcendant figure" (32), 
whereas the profile and three-quarters poses signal ongoing 
action, often associated with historical events (33). He 
draws upon a linguistic analogy to describe the effect of 
these profile figures, "detached from the viewer-like the 
grammatical form of the third person," narrative in its 
function (38). The frontal pose, extending the analogy, 
"corresponds to the role of 'I' in speech, with its 
complementary 'you'" (39). Schapiro observes that faces 
turned outward in this way appear to be looking at us, 
phenomenon that he finds recorded in a number of ancient and 
medieval descriptions (39, 60 n. 79). The juxtaposition of 
frontal and profile, he notes, also serves to contrast the 
symbol with the symbolized, "a historic action with 
"recurrent liturgical performance." 
in the Autun tympanum the contrast is heightened by the 
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giant proportions of Christ in relation to the other 
figures. He presides over the judging process, but does not 
participate. He appears immutable while all of the other 
figures, without exception, are caught up in some form of 
movement. Around Him all is motion--the weighing of souls, 
the seraphim, the turning seasons—and seems to emanate from 
His fingertips. The activity is transient and moves in time. 
He is still, outside of time. 
Much of the meaning of the tympanum sculpture would be 
apprehended intuitively, its meaning coming from the 
expressive gestures and positions of the figures, as well as 
the distortions and variations in their size. The amount of 
detail, however, invites closer examination, and no detail 
is gratuitous: the giant hands clutching the head of the 
small lintel figure, the child embracing the angel's knees, 
the demonic figure teetering on the edge of one of the scale 
pans. All contribute to this apocalyptic vision of the 
thresholds of heaven and hell. 
Earth 
Closer to the people are the carved capitals on the 
columns flanking the entrance to the church. A number of 
the entrance capitals are rooted in popular lore. The story 
of Balaam and the ass appears on the right of the portal 
(figure 17). Referred to in a number of Old Testament books, 
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biblical scholars note its origin in ancient oral 
traditions.18 The story is recounted in the Old Testament 
(Numbers 22:1-24:25); Balak, king of Moab, had hired Balaam 
to curse the Israelites who had marched into his land. 
Setting out on his ass to accomplish this task, Balaam s 
path is blocked by an angel, but only the ass sees the 
heavenly messenger. Balaam beats the animal each time that 
he halts, but the Lord gives to the ass the power of speech 
so that he may scold his master. Finally Balaam sees the 
angel and falls flat on his face in a gesture of humility. 
The moment just before Balaam's awakening to the presence of 
the angel is depicted when the cross-looking ass has turned 
his head to complain. 
Another mounted figure appears on the opposite side, 
this one astride what appears to be a mythical creature 
(figure 18). He has not been identified with any certainty 
but appears to be a type of basilisk, akin to seve 
figures on interior capitals: the head, body, wings, 
feathers and claws of a bird, rear flanks covered with fur. 
the hoofs of a horse and a tail of opulent proportions. On 
his back rides the small figure of a man who looks frail by 
comparison to the basilisk. Nevertheless, he seizes the 
creature by his goatee and raises a baton as if to strike, 
orivot finds in this image a representation of the human's 
combat with evil ,60,. Feeble by nature, but armed with the 
Christ, he serves as an exemplum for 
strength of the judging 
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those entering the church, and on the other side, Balaam's 
blindness and subsequent humility warns the faithful of 
another kind of danger. 
The outermost capitals on either side contain more 
stories of this genre—on the right, Jerome removing a thorn 
from the lion's paw, and on the left, the fable of the wolf 
and the heron. Aesop's fables came down to the Middle Ages 
with the endorsement of St. Augustine, and the twelfth- 
century theologian Vincent of Beauvais recommended their use 
in sermons. St. Basil, a near contemporary of St. 
Augustine, referred to the wolf and heron fable specifically 
(Grivot, La Sculpture 9). This tale exemplifies 
ingratitude. The wolf, having a bone lodged in his gullet, 
searched for someone to relieve him of his misery and, 
luckily, encountered the long-beaked heron. This bird, with 
the promise of a reward, plucked out the bone and asked for 
his reward, which that ingrate, the wolf, told him he had 
already received. After all he had withdrawn his head from 
the wolf's mouth all in one piece! 
A very different tale is that of St. Jerome and the 
lion, an apocryphal adventure and a Christianized version o£ 
"Androcles and the Lion" in which the saint relieves the 
lion of a painful thorn in his paw and, in return, receives 
the dedicated service of this kingly beast. Like the 
capitals on the innermost piers, these two make a pair, 
representing opposite behavior in response to a charitable 
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act. Ilene Forsythe notes this all-pervading aesthetic 
principle in Romanesque art, "its simultaneous concern with 
opposites—such as life and death, victory and defeat--and 
the ability to reconcile these..." ("The Theme of Cock- 
fighting" 282) . 
The middle capitals on either side, however, do not 
appear to fall into pairs and seem a random mixture of Old 
and New Testaments, Abraham Sending Hagar and Ishmael Into 
the Wilderness and six of the twenty-four elders on the left 
(the remaining eighteen once occupying the exterior arch 
around the tympanum). The righthand capital contains images 
related to the Virgin: Thg Purification_and The Presentation 
in the Temple. To the right of this capital is The 
conversion of St. Eustace. A legendary figure, he was said 
to have been an officer in Trajan's army and, after 
conversion to Christianity, to have suffered martyrdom in 
118 (Hall 117). The Autun version has been given all the 
accoutrements of a contemporary hunting scene: Eustace is 
clothed in chain nail, recognizably a medieval knight off on 
a hunt. His saddled horse and his dog accompany him and he 
has hung his hunting horn on his lance parked behind the 
horse. Stylized trees suggest that he is in a forest. Here 
is another story of conversion, and as did Balaam with the 
speaking ass. Eustace falls to his knees as the deer with a 
shining cross between his antlers turns to speak to hrm. 
has included all these details and render 
The sculptor 
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them in a way that they would be immediately recognizable to 
the ordinary medieval viewer. The deer twists his head 
around to look directly at the hunter, while the dog and 
horse seem unaware of this confrontation. The sculptor 
stresses the private nature of Eustace’s vision, a divine 
intervention to bring about his conversion--in short, a 
miracle. 
With three exceptions, the exterior capitals of the 
central portal draw upon popular legend, suggesting that its 
designer(s) reserved these subjects for the exterior in 
order to engage the general population's interest and 
immediate understanding at the entrance to the church. 
The Carved Capitals of the Nave 
A building, Arnheim points out, although it is situated 
in space "outside the dimension of time,...is also 
experienced as an event or happening" ("Buildings as 
Percepts" 13). In entering the building, he goes on to say, 
we become part of it. Whereas the tympanum form lends 
itself to an integrated composition that may be grasped 
quickly as a whole, the nave sculptures are spread out; they 
occupy capitals crowning the pilasters that form part of the 
supporting piers, and, for the most part, appear to be 
treated as individual units. Grivot and Zarnecki believe 
that "no single iconographic idea...permeates the Autun 
sculpture;" nevertheless they are convinced of the 
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designer's intention to teach and edify through the capitals 
(159) . 
It is true that in progressing through the nave from 
the west end to the east, one does not find a unified 
narrative sequence, nor one that follows the liturgical 
calendar. Yet the extraordinary array of images draws upon 
every facet of human experience, conscious and unconscious. 
There are narrative scenes from the Old and New Testaments, 
from the apocryphal literature, symbolic figures such as 
"Luxuria", scenes from saints' lives, images of classical 
origin, historical figures such as Constantine, and strange 
demonic mutations. It is no more possible to be certain 
that there was not some ordering principle than that there 
was; considerations of style, popularity of certain themes, 
degree of emotional intensity all might have dictated the 
placing of subjects in particular positions, but the key 
such an order may be forever lost.*9 A logical sequence 
from capital to capital, however, presupposes an envisioned 
guided tour for the faithful, whether led by clerics or 
self-administered. It is only in dealing with the early 
Gothic and subsequent periods that studies such as Adolf 
Katzenellenbogen* s Ihe-SchlE^a!^^ 
cathedral argue for an all-pervading unity in the sculpture 
of a single building. 
Another way of looking at the capitals is as a series 
Of "sermonettes." A number of the capitals are carved on 
175 
two or three sides, such as The Adoration of the Magi or The 
Three Hebrews in the Fiery Furnace. Thus there is a 
narrative sequence for some, while others compress their 
story onto a single side as in The Sacrifice of Isaac. 
These representations of sinful and saintly lives, of 
submission to and triumph over evil, of the major events in 
Christ's earthly life, provide a series of warnings and 
exempla for the faithful as they move toward the east end of 
the church, their progression from west to east in itself 
symbolic of their journey toward salvation. 
There is also the view that a number of Romanesque 
capitals are without religious significance, the result 
perhaps of a humorous whim of a lay carver (Stoddard 78) . 
Stoddard gives as an example a capital in the Burgundian 
church of Anzy-le-Duc on which two men are wrestling and 
pulling at each other's beards. Monstrous heads with 
tongues hanging out flank the wrestlers. He concludes that 
the apparent lack of religious or didactic content 
identified the artists as laymen with a sense of humor and 
"an artistic self-consciousness which is normally not 
associated with the Middle Ages" (78). 
Studies such as Ilene Forsythe's close scrutiny of the 
cockfight capital at Autun, however, suggest that it is 
premature to assert that no religious or didactic intent is 
present. Forsythe has found religious antecedents for the 
image carved on the Autun capital on which two b y 
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spectators stand behind two fighting cocks (figure 19). One 
grinning boy throws his hands into the air in a gesture of 
victory, another clutches his head and seems to cry. 
Forsythe finds this scene frequently represented in Roman 
sepulchral art occupying the "central, focal position on the 
face of the tomb, just beneath the clipeus enclosing the 
portrait of the deceased" (260). Furthermore, she finds the 
identical subject carved in the same position on early 
Christian tombs and flanked by incontestably religious 
subjects: The Creation of Eve, The Miracle of the Blind Man, 
The Raising of Lazarus and one of Peter’s miracles (264). 
Athletic triumphs, she points out, were often used to 
symbolize spiritual victories in Roman art. To Christianize 
these representations, such athletic contests came to be 
seen as "allegories of moral strife." The author also makes 
a strong case for the impossibility of detaching the cock 
from the numerous medieval references to its crowing 
function of awakening the sleeper, therefore a type of 
Christ, the soul's awakener" (275). 
Forsythe deviates from the view held by a number of 
scholars that medieval artists worked solely from models in 
that she finds evidence on the capital of close observa 
from life. Of the cocks she notes that they have been 
readied for the battle, "their wings trimmed at an angle, 
their combs cut down, and the hackle and rump feathers 
Cockfights, she points out. were popular 
shortened" (253). 
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in the twelfth century. Fitzstephen's Description of London 
(c. 1180) records the custom among young boys of staging 
cockfights at their school on the day of Carnival or Shrove 
Tuesday (David C. Douglas 960). The detailed observation of 
the cocks and their boy masters must have drawn the 
attention of the many members of the congregation who had 
been enthusiastic spectators at this sport. As Fitzstephen 
says in reference to the cockfights, "we were all boys 
once." (Surely there were tomboys as well in the twelfth 
century.) But the chances of the capital remaining 
exclusively secular in its import are slight. In a twelfth 
century Christmas sermon, Julien of V6zelay asks, "Was it 
not a cock, in your opinion, the one who said Awake, just 
people, and do not sin!’" (52).20 This passage draws upon I 
Corinthians 15:34 and Romans 13:11-12. Julien cites a 
series of passages from the biblical prophets, all of whom 
he sees functioning as cocks who "foretell and announce well 
before its arrival the dawn of the true light" (51).2I 
The cockfight capital then is an image of strife, and 
viewed symbolically, of moral strife, but it also must have 
reverberated with the many biblical references to the cock 
as an awakener of the soul.22 Visual images clearly 
functioned as a vocabulary, and as with individual words, 
their denotative meaning is ringed around with connotations 
The nave at Autun is resplendent with carved capitals, 
the majority believed to be the work of Gislebertus (Grivot 
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and Zarnecki 13-14). There are a few instances of 
neighboring capitals related to each other in subject 
matter, such as those on the lefthand entrance to the choir. 
Grivot and Zarnecki suggest that the placing in the choir of 
capitals depicting scenes from the Infancy and Passion 
cycles may have been suggested by annual performances of the 
liturgical plays, the Officium stellae on the feast of 
Epiphany and Peregrinus on the day after Easter (159-60) . 
Two sides of one capital depict the Magi before Herod and 
their dream instructing them not to return to Herod. Across 
the side aisle is The Adoration of the Magi on another 
capital (figures 20, 21 and 22). Thus it is possible to 
"read" this story from Luke 2:1-12, comprising the three 
episodes, in stone. The rendering of The Dream of the Magi 
demonstrates the way in which the sculptor elaborated the 
Biblical narrative without departing from its essential 
meaning. The reference to this episode appears in one 
verse: 
And being warned of God in a dream that 
they should not return to Herod, they 
departed into their own country another 
way. (Matthew 2:12) 
We see the three kings tucked into bed under a single cover, 
its borders appropriately embellished for the royal 
sleepers. Their heads rest on an embroidered pillow; a star 
hangs above them. They are bedded down still wearing their 
crowns, so that we do not mistake their identity (although 
they have switched crowns among themselves from those that 
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they wore on the "Adoration" capital—one wonders if 
Gislebertus had a sense of humor). The presence of the 
angel who points toward the heavens with his left index 
finger tells us in no uncertain terms that God has sent this 
dream. With the right index finger he gently touches the 
nearest king's hand, who opens his eyes. The distinction 
between waking and sleeping is made clear by the use of a 
drill to create pupils in his eyes as opposed to the smooth 
surfaces of the other kings' eyes. Frangois Gamier notes 
that, while the meaning of the pointing index finger is 
easily understood, in medieval iconography this gesture can 
carry more precise and forceful significance than it might 
contain for us (166). When a person of authority (such as a 
messenger from God) uses this gesture, he is not simply 
indicating the presence of something, he is transmitting 
"the will of a power that commands" (167).23 
The Capitals as Mnemonic Devices 
These capitals together form a narrative, one that 
would also have been dramatized for the people during the 
Christmas season. 0. B. Hardison has found at least twenty 
eleventh-century manuscripts containing Christmas plays, 
fairly elaborate in their composition, and divided between 
"The Adoration of the Shepherds" (Officium pastorum) and 
"The Adoration of the Kings" (Officium stellae) (223).24 
There are a number of versions of these plays. The 0fficiurn 
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stellae from Nevers, a Burgundian town about twenty miles 
west of Autun, includes all three scenes that appear on the 
choir capitals of St. Lazare: Herod's meeting with the 
Magi, their adoration of the Christchild and their dream 
(Young 50-53). The detailed rubrics makes it possible to 
reconstruct the performance. The bishop summons three 
clerics costumed as kings with the words Venite, venite, 
venite, who then come from three directions and meet before 
the main altar. They sing Stella fulgore nimio rutilat (The 
star with great brightness gleams), exchange the kiss of 
peace and again sing, Eamus ergo (Therefore we go), 
whereupon they move to one side of the choir steps where 
King Herod is seated. After receiving his instructions that 
they return with news of the whereabouts of the Christchild, 
they leave, singing Ecce Stella in Qriente (Behold the Star 
in the East) and move into the nave where they turn again to 
the altar over which hangs a "star-shaped cluster of lights" 
(II 45). 
Figures of the Holy Family rest on the altar and are 
concealed behind a curtain, which is then drawn aside, at 
which moment the kings prostrate themselves and place their 
offerings before the figures. According to Young, the 
remaining clergy and congregation now come forward with 
their gifts. "The kings now kneel in prayer, and presently 
fall asleep. Then a choirboy, dressed in an alb to 
represent an angel, rouses them and warns them to return 
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home by another route...." The kings rise and proceed down 
the left aisle and exit via the choir (45). 
Beginning with Emile MSle, a number of scholars have 
considered the influence of the drama on pictorial 
representations.23 Rather than the impact of one medium on 
the other, Mary H. Marshall sees these two media as parallel 
reflections of a similar impulse. "The liturgical drama," 
she writes, "...is a 'presentational' rather than 
'discursive' form (30). She quotes Austin Warren's 
distinction between "'the picturable intuitive concrete’ and 
'the rational abstract,' 'story, as against dialectical 
discourse, exposition’" (31).26 These plays she describes 
as "formalized poetic drama.... filled with symbolism, partly 
of a direct iconic sort, when the symbol bears some 
resemblance to the thing symbolized, and partly of a richer 
kind with more extension in meaning through Christian 
tradition" (36). Symbolism lies not just in the words sung 
or spoken, but in the use of place and space. Marshall 
points out that the altar becomes the tomb in Easter plays, 
choirboys climb up into the galleries to re-create the 
heavens. "The characteristic movement of the liturgical 
plays necessitated by the symbolic representation of place, 
which was already familiar in church processions, is a 
foreshortened conventionalized symbol of journeying (36). 
Clifford Davidson, in "The Visual Arts and Drama, 
proposes that, rather than a one-way influence, in which 
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drama influenced art, we look for "the forces at work in the 
twelfth century [that] influenced both art and drama" (49). 
He believes that "the drama in particular came under the 
influence of the aesthetic [my underlining] at work among 
the artists." He finds in both drama and pictorial art, as 
does Marshall, a "common iconic character" (49) which took 
its lead from the latter. In whichever direction the 
influence ran (and I find Davidson's argument a compelling 
one), it is certain that the presence of the sculptures in 
the choir enhanced the setting of the drama and, in turn, 
gathered in and retained something of the vitality from the 
dramatic performance, in this case, an annual event. 
Further amplification of the Infancy cycle occurs in 
sermons during the season of Epiphany recounting the Magi 
stories, and, in the manner of medieval sermons, they found 
additional layers of meaning in the story from Luke. One 
such sermon by the twelfth-century monk, Julien of V6zelay, 
also elaborates the very spare account from Luke, and links 
the Magi's journey to that of the faithful Christian. 
Therefore, the star preceding their 
stepping, the travellers, their journey 
begun, were following the guiding light. 
In its sublimity of light, it was 
conquering, not only the light of the 
moon as the other stars, but in truth 
the radiance of the sun itself; 
otherwise unseen it would not be able to 
give leadership to the travellers, 
especially when they were travelling 
days not nights. In the same way the 
sons of Israel were marching to the 
promised land with a pillar of cloud by 
day and a pillar of fire by night and 
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just as the column never deserted them, 
in the same way the star was a constant 
companion to our magi on so long a 
journey. You see, I believe, if you 
would like to come and to imitate the 
faith and devotion of these magi, grace 
will never be absent for you. It will go 
before you, you will follow it. Raise 
up the countenance of your heart to that 
one, and an indefatigable traveller, 
attend to the little divine torch of 
light falling headlong above you.27 
(Julien 74) 
There is a curious blending of the literal and allegorical 
in this paragraph: the power of the star to outshine the 
moon and even the sun may be understood as an image of 
divine power and glory, but Julien also explains that, 
without such brightness, the Magi could not have seen the 
star in daylight. Romanesque sculpture possesses this same 
dual character, combining literal and symbolic meanings in 
one image, perhaps heeding Hugh of St. Victor's conviction 
that "our mind cannot ascend to the truth of invisible 
things, unless instructed by the consideration of visible 
things" (trans. Tatarkiewicz 197).2 8 That images engage the 
mind as well as the sense of sight is expressed in the 
"Chronicle of the Le Mans Bishopric," though in this case 
concerning wall painting. 
The pictures painted in the chapel with 
unusual talent which have a more 
powerful effect because they contain the 
shapes of living beings, and which 
absorb not only the eyes, but also the 
mind of those who look at them, drew 
their gaze to such an extent that they 
delighted in them, forgetting their 
personal affairs.29 (Mortet 166) 
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It is clear that this author did not separate delight from 
instruction. William Durandus, a century later, extols the 
diversity of paintings as representing "the diversity of 
virtues." He writes: "sometimes flowers and trees (are 
depicted in churches) in order to represent the fruits of 
good works growing from the roots of virtue" (Tatarkiewicz 
172) .30 
That twelfth-century theologians found in the objects 
of the physical world multiple meanings appears again and 
again in their writings. Honorius of Autun expresses this 
idea succinctly in a discussion of candelabra: 
The candelabra (called corona) is hung 
in the church for three reasons: first, 
in order to decorate the church by 
illuminating it with its light; 
secondly, in order to teach by its very 
sight that those who serve God devoutly 
receive the crown of life and the light 
of joy; and thirdly, in order to remind 
us of celestial Jerusalem, on whose 
pattern it appears to be made.31 
(Mortet-Deschamps 16) 
Honorius here combines the decorative, symbolic and 
expressive functions of the candelabra, fusing the 
practical, aesthetic, didactic and mnemonic functions.32 
Thus the Church, through a building such as St. Lazare 
at Autun, reaches the faithful in myriad ways. I have 
concentrated on the sculpture, which is only one facet of 
the visual experience afforded the people who pass through 
its portals. The thirteenth-century William Durandus has 
created a lively picture of the visual experience of the 
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mass: gestures and movements accompany the reciting of the 
liturgy; actual dramatizations and processions enhance the 
great feast days; vestments, altar hangings, banners add 
color (68-72), and the sculptures themselves were once 
painted. It is also probable that the apse was painted with 
the image of Christ in Majesty as at the neighboring 
Burgundian churches of Cluny, Paray-le-Monial, Anzy-le-Duc 
and Berz6-la-Ville (figure 23). The faithful cross the 
threshold beneath the representation of the Last Judgment 
that serves as a powerful reminder of the barrier between 
the secular and sacred worlds. Their progress through the 
church toward the altar is flanked by carved capitals 
depicting moral strife as in the cockfight capital, sin with 
The Fall of Simon Magus, conversion with the figure of St. 
Paul, numerous capitals depicting demonic forces (a devil 
and a snake), martyrdoms such as those of St. Vincent and 
St. Stephen, divine intervention as on the capital with 
Daniel in the Lions' Den—in short, human history conceived 
in terms of Biblical history and the hidden struggle of the 
spirit to obtain salvation. At the steps of the choir, 
images from the infancy of Christ's life confront the 
worshipers. Elaborated, explicit narratives such as that of 
the Magi, the highly expressive images such as The Suicide 
of Judas (figure 24), the symbolic figures such as Luxuria 
(figure 25), are examples of three ways in which the Church 
conveys its message. 
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The passage through the nave of the church must have 
been, for the faithful, a memorable path. Punctuated by the 
carved images, some beautiful, some novel, some bizarre, 
they would seem to have functioned as loci, a series of 
places along a well known route and distinguished by 
specific images, striking in nature and therefore, unlikely 
to slip from memory (see p. 32). The use of loci and of 
repeated rehearsal to enhance the power of memory is 
discussed in Tullius's Ad herennium, a work well known in 
the Middle Ages (Yates 55). This "journey" into and through 
the church was literally and figuratively understood as the 
road to salvation. 
An Example of Lay Participation in the Life of St. Lazare 
The Abbot Devoucoux translated the lengthy and 
anonymous eye-witness account of the translation of the 
relics of St. Lazarus from St. Nazaire to St. Lazare on 
October 20 of 1147. The writer recounted the night before 
this event: "The people watched outside, sharing, through 
the fervor of their prayers, in the celebration of Matins 
sung with harmony in the interior of the basilica" (58).33 
He described the urgency of the crowds to enter the 
cathedral and come close to the relics as so great that they 
knocked down the iron grill at the entrance to the choir. 
During the entire week that followed crowds thronged about 
the tomb of Lazarus and miracles abounded. "The spectators 
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of so prodigious a quantity of miracles were so much 
astounded that, no longer (was it) sufficient to praise the 
Lord with words, they satisfied this burst of piety by 
intoning chants" (61).34 
Devoucoux described the witness's style as "somewhat 
oratorical and inflated," but certainly it would have been 
difficult for anyone to remain detached from this assembly 
of the faithful on the occasion of the translation. Not all 
visits to Autun would be as emotionally charged; yet the 
ingredients for a potent personal experience continued to be 
present in the fabric of the church itself whether or not a 
mass was being sung, a liturgical play performed or a sermon 
preached. 
St. Lazare at Autun provides an example of a large 
church that opened its doors to vast crowds of the faithful, 
the townspeople as well as pilgrims from all directions. It 
was the site of a number of great events—the consecration 
of the church by Pope Innocent II in 1130, the translation 
of the relics of Lazarus in 1147, the annual celebration of 
the festival of St. Lazarus on September 1, all of which 
brought streams of people to the church. The building was 
carried out under the direction of the Chapter and the 
energetic and learned Bishop Etienne de Bag6, and with the 
hand of the great sculptor Gislebertus, who conceived an 
ambitious program for the north and west portals as well as 
the main historiated capitals in the interior. One might 
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ask then if Autun provided the faithful with an exceptional 
experience or if one can generalize from this example to 
other Burgundian churches, many that are smaller. In the 
next chapter I consider a number of those churches. 
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Notes on Chapter 5 
1* Armi reviews the art historical studies of Cluny III as 
to the date in which construction began and ended. He finds 
proposals for the beginning as early as 1081, while others 
proposed 1088 or 1099. The more dramatic disagreement 
concerns the finishing date, ranging from 1112 to 1150. 
2. A. de Charmasse, Cartulaire de l'Eglise d'Autun, Paris 
and Autun 1865, i-ii, p. 6, no. IV. 
3. E.M. Faillon, Monuments in6dits sur l’apostolat de Sainte 
Marie Madeleine etc., (Paris: 1848, ii) 715-24. 
4. Ibid. 
5. Devoucoux prefers the date of 1065 proposed by historians 
Thiroux and Hardouin (Gall. Christ, tom. iv, col. 381). 
6. See Gamier, 181-83, for further examples. 
7. Annales Sancti Germani minores, monumementa Germaniae 
historica, Scriptores, iv, Hanover 1841, 4. 
8. E. M. Faillon, Monuments in^dits sur l'apostolat de 
Sainte Marie Madeleine en Provence, (Paris: 1848) 715-24. 
9. H. de Fontenary and A. de Charmasse, Autun et ses 
monuments (Autun: 1889) cliii. 
10. Relation d'un voyage A Autun en 1646 par du Buisson- 
Aubenary, in Mfemoires de la Soci6t6 Eduenne, nouv. s6rie, t. 
14, 1885, 283. 
11. Moralia in Job, xxii, 15, 31, P.L., lxxvi, col. 231. 
12. Ordo 1, xviii, 29. 
13. See Paivio for his discussion of "alternative coding 
systems" (29). 
14. Lehmann does not extend his discussion of the :relation 
between the apse and dome to the tympanum, but I believe 
that there is an echo of the celestial spheres in t e 
treatment of the tympana on these Romanesque portals. 
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15. Fossier notes that "there were feverish outbursts of 
milleniarism at intervals throughout this period: around the 
years 1000, 1033 (millenium of the passion of Christ), 1095 
(when the fall of Jerusalem was believed to have defiled the 
city), but it also broke out around 1107 and 1120,...in each 
case religious desire for purification was mingled with a 
specific upheaval of a different kind—oppression by the 
lord, famine, the threat of an epidemic, a desire to re¬ 
establish peace or to save the king." 
16. Augustine's translator, D. w. Robertson, Jr. finds this 
influence in the work of the sixth-century Cassiodorus, the 
ninth-century Rabanus Maurus and, in the twelfth century, 
Hugh of St. Victor and Peter Lombard. 
17. Bourgain’s description of the second type of sermon 
demonstrates that he uses the word dramatic in an exact 
sense. "Les personages sont plus nombreux; on dirait qu'ils 
vont et viennent, entrent et sortent comme sur un theatre, 
qu'il y a une mise en sc£ne considerable, une representation 
vivante avec des peripeties et un denouement" (214). (The 
characters are more numerous; one would say that they go and 
come, enter and exit as on a stage, that there is a 
considerable set, a living performance with reversals and a 
denouement.) 
18. See Charles A. Laymon, The Interpreter's One-Volume 
Commentary on the Bible (New York: The Abingdon Press, 
1971): 96a. 
19. Devoucoux links the order of the nave capitals to a 
commentary by Honorius of Autun on the "Song of Songs" (46). 
His argument is weakened by the current belief that Honorius 
was not from Autun, but rather was German in origin. It is 
also unlikely that this rather esoteric argument would have 
been recognized by the laity. 
20. "Uigilate, iusti, et nolite peccare!" 
21. "ut aduentum uerae lucis longs ante eius ortum praescii 
praeconarent" 
22. For example, the cock crows three times calling Peter 
back to an affirmation of his belief in Christ. (Matthew 26.75) 
23 ,1a volont6 d'un pouvoir qui ordonne." 
24. The greatest number of liturgical plays extant are 
associated with the Passion cycle. In addition, a£d 
relevant to St. Lazare at Autun, is the play The Raising of 
Lazarus." Young notes that the version by the twelfth 
century wandering scholar Hilarius contains refrains m 
French that supply the play with "lyrical additions 
expressing genuine emotion" (218-19. 
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25. See, for example, Otto Pacht, The Rise of Pictorial 
Narrative—in Twelfth-Century England in which he attributes 
the increase in pictorial narrative to "the literal 
transcription of words to the visual realization of scenes 
and actions" (59). 
26. Reni Wellek and Austin Warren, Theory of Literature (New 
York: 1956) 190-91. 
27. Gradiente ergo Stella praeambula eorum, uiatores 
luminosam ducem coepti sequebantur itineris. Quae non solum 
noctiluca erat, ut ceterae stellae, uerum etiam solis iubar 
sui uincebat luminis granditate: alioquin nullum uiantibus 
dare posset inuisa ducatum, praesertim cum illi diebus non 
noctibus ambularent. Sic filios Israel ad promissionis 
terram gradientes columna nubis in die et columna ignis 
praeibat in nocte, et sicut illos numquam columna, sic magos 
nostros numquam Stella tarn longinquae uiae comes irremota 
deseruit. Vides, credo, quia si ad Christum uenire et 
magorum horum fidem et deuotionem imitari uolueris, numquam 
tibi deerit gratia. Ipsa te praeueniet, ipsa te sequetur. 
Leua sursum ad ipsam faciem cordis tui, et diuini super te 
faculam luminis cernuus et indefessus uiator attende. 
28. Expositio in hierarch, coelest., II (PL 175, c. 949). 
29. This statement, expressing delight in the images, does 
not represent the stances of all the clergy on this subject. 
Notable dissenters were, of course, the Cistercians, 
although the most famous of the order, St. Bernard of 
Clairvaux, directed his diatribe against images at his 
fellow monks. He conceded that visual images might be 
useful for lay people "whose devotion is excited more by 
material than by spiritual ornaments" (Schapiro 7). 
30. Rationale divinorum officiorum, I, 3, 21 and 22. 
31. De gemma animae, I (PL 172, c. 588). 
32. In "Medieval Art and the Performance of Medieval Music," 
Richard Pestell ascribes multiple functions to both visual 
art and music: "the decorative, the symbolic, and the 
dramatic and expressive" (57). 
33. "Le peuple veillait en dehors, s'associant, par la 
ferveur de ses priires, A la calibration des matines Qu® 
1•on chantait avec harmonie dans l'intirieur de la basilique 
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34. "Los spectateurs d'une si prodigieuse quantity de 
miracles furent tenement stup6faits que, ne pouvant plus 
suffire k louer le Seigneur par des paroles, ils satisfirent 
1'61an de leur pi6t6 en modulant des neumes." 
CHAPTER 6 
SCULPTURAL RESPONSES TO IDEAS AND CONCERNS 
Introduction 
An examination of a number of smaller churches in 
Burgundy provides an opportunity to test the power of carved 
portals, beyond one exceptional church, to engage the 
viewers' attention with meaningful images in memorable ways. 
This chapter considers each portal from the point of view of 
its iconography and expressive character. It explores the 
ways in which the design of the portal responds to 
contemporary concerns and the ways in which the laity, in 
turn, may have perceived the sculptured doorways. With no 
precise documentation, concrete evidence in the form of 
specific actions as to what people learned can only be 
considered in general terms, such as pious behaviors, 
movements and controversies. 
In one sense the tympanum on the portal of St. Lazare 
at Autun does provide an exceptional experience for viewers. 
This vision of the end of time when the Last Judgment takes 
place is spelled out for us in detail. The several verses 
from St. Matthew have been imaginatively expanded to 
concrete depictions of the consequences of the separation of 
The drama that is taking place in the sheep from goats. 
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lintel comes to a climax in the space above. The narrative 
directs the eye from one scene to another. The static 
figure of Christ, on the other hand, counters this linear 
progression, and invites the eye to pause, to contemplate. 
This figure possesses characteristics that the Turners, both 
anthropologists, attribute to "dominant symbols," each of 
which "has a fan, or spectrum, or referents, which are 
interlinked by a simple mode of association" (Image and 
Pilgrimage in Christian Culture 246). Its apparent 
simplicity of form, they go on to say, is what makes it 
possible to find in the symbol varying and shifting meaning 
from one viewing to another. 
The "disparate signata" generated by such a symbol come 
together when they are actually analagous or associated in 
the minds of the viewer. The dominant symbol, according to 
the Turners, possesses "two clearly distinguishable poles of 
meaning"--the ideological and the sensory: the former 
relates to the culture from which it springs, the latter to 
"natural and physiological processes." The former refers to 
the "moral and social orders," the latter to "universal 
experience." 
The unity of these two poles in one 
symbolic object gives the dominant 
symbol its transforming power. For it 
brings the ethical, jural norms of 
society into close contact with strong 
emotional stimuli....The symbols are 
felt to possess ritual efficacy; that 
is, they are believed to be charged with 
power from unknown sources, and to be 
capable of acting on persons and groups 
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in such a way as to change them for 
better. (246-47)1 
Few churches in Burgundy duplicate the extensive 
narrative treatment of a passage from the Scriptures as 
exists at Autun. On the other hand, the absence of 
references to one specific passage in those churches sets 
free the central image that dominates the tympanum from 
precise associations and allows it to gather in and send out 
multiple meanings. 
Images placed in the tympanum of a church portal take 
on significance that may not be present in another context. 
What may appear to be a narrative episode from the life of 
Christ depicted in a manuscript or carved onto a capital 
becomes a theophany when elevated to the tympanum. Yves 
Christe, in his study of Romanesque portals notes "that The 
Transfiguration is sometimes an episode from the life of 
Christ, sometimes an image of The Second Coming, and that 
its placement determines its meaning" (104).2 The tympanum 
and interior apse, in their hemispherical shape, echo the 
shape of a dome, that ancient representation of the 
celestial spheres. For this reason, its space is reserved 
for manifestations of the divine presence. An historical 
episode in the earthly life of Christ may be depicted in the 
lintel or on capitals as an intimation of what is to come, 
but it is only those events that were seen as clear 
declarations of divine intervention that qualify as true 
theophanies. 
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The seated figure of Christ with his right hand raised 
in a blessing, the left holding an open book and flanked by 
two standing angels appears on a number of Burgundian 
churches. This image had occupied the central portal on the 
west fagade of Cluny III (figure 26), which may account for 
its popularity in the region. Christe identifies the 
subject of this image as The Ascension, also carved on 
portals at Charlieu, Anzy-le-Duc, Montceaux-1'Etoile and St. 
Julien-de-Jonzy (14). With the exception of Montceaux- 
1'Etoile, however, these images do not depict the moment of 
ascension, but rather a triumphant image of Christ 
enthroned. The account of The Ascension in Acts ends with 
the prophecy from the mysterious two men "in white apparel": 
"This same Jesus, which is taken up from you into heaven, 
shall so come in like manner as ye have seen him go into 
heaven" (1:11). Thus the historical moment of the Ascension 
is transposed into a timeless theophany by means of 
references to the enthronement of Christ and his eventual 
return. Matthew, who does not recount The Ascension, does 
record Christ's description of The Last Judgment which 
supplies the image with the mandorla and flanking angels. 
"When the Son of man shall come in his glory, and all the 
holy angels with him, then shall he sit upon the throne of 
his glory" (Matthew 25:31). 
Rather than an illustration of a specific text, this 
image forms a composite vision of a triumphant Lord. Thus, 
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by design, the sculptor (and/or designer) has created an 
image embodying multiple meanings that qualifies as the 
Turners' "dominant symbol" with a "spectrum of referents." 
The fusing of several scriptural accounts produces a multi¬ 
layered visual experience that exists outside of any 
specific text, event or time. It does not belong to the 
sphere of chronos, but rather that other time beyond 
chronological time, khairos. 
The Church of Sts. Pierre and Benoit, Perrecy-les-Forqes 
South of Cluny, at Perrecy-les-Forges (figure 27), is 
the Church of Sts. Pierre and Benoit whose tympanum contains 
one of these images described above. Built in the eleventh 
century, a massive porch shelters the portal carved between 
1100 and 1125 (Raymond Oursel, Bourgogne Romane 42) . What 
strikes one immediately in this image is that the 
traditional flanking angels have been transformed into 
seraphim, thus evoking the Old Testament vision in Isaiah of 
the enthroned Lord surrounded by six-winged creatures, one 
of whom cried out "Holy, holy, holy is the Lord of hosts, 
the whole earth is full of his glory" (Isaiah 6:1-3). Two 
pairs of these powerful wings trace the shape of the 
mandorla, thus reinforcing the function of the mandorla to 
situate the figure of Christ in a celestial sphere apart 
from the earthly events depicted below. As at Autun, a 
procession makes its way across the lintel, but there the 
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similarity ends. The sculptor has chosen this rectangular 
space for a continuous narrative: the Passion of Christ. In 
this way he utilizes a system to be found in manuscripts 
painted in the tradition of the ninth-century Utrecht 
psalter where scene flows into scene, moving the eye from 
left to right.3 Carved from a white, chalky limestone, the 
lintel stands out from the ochre-colored stone of the rest 
of the building. The figure of Christ, identifiable by the 
large halo that surrounds his head, appears at several 
points on the lintel, in this way serving to demarcate the 
separate scenes. Oursel identifies the sequence of scenes 
as follows: Christ speaking to the apostles at Gethsamane, 
the consoling angel to his left, Judas's betraying kiss, 
Christ's appearance before the high priest, and either St. 
Peter's denial or the appearance of Christ after his 
resurrection. 
The small figures are somewhat worn down, those on the 
right only partially intact, and therefore, it is now 
difficult to make precise identifications. Nevertheless, 
there are a number of very distinct details, as well as 
highly expressive movements and gestures that, even now, 
picture for us the drama of the Passion. The lintel extends 
on both sides across the lower voussoirs of the arch, and 
the first scene on the left appears to represent a group of 
nimbed figures huddled together in a blanket, while an angel 
hovers to the right. Thus Oursel's first identification 
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seems correct. It is more difficult to isolate individual 
scenes on the left of the lintel proper, yet the halo helps 
us pick out the figure of Christ; beside him a figure leans 
forward and embraces him and behind Christ we see the "great 
multitude" described by Matthew (26:47) accompanying Judas 
when he betrays Christ with a kiss. Clearly visible is the 
lantern often used to distinguish this night scene from the 
several others associated with crowds in the events of the 
Passion. In the center of the lintel Christ appears again, 
the figure behind him placing his hand on his shoulder as if 
to push him forward and suggesting the authority of an 
officer of the court. He appears once more, to the right, 
and this time his body arcs backward and appears off 
balance, perhaps representing his flagellation or procession 
to Cavalry carrying the cross. Oursel's suggestion that the 
righthand extension of the lintel pictures Christ after his 
resurrection is the more convincing of two proposals as it 
culminates the events of the Passion triumphantly and 
provides an opposing yet parallel image to the lefthand 
extension. 
Beneath the lintel, and to the right of the doorway, a 
majestic angel draws back his sword as if to take on the 
demonic forces that exist in the world in front of the 
portal (figure 28). A small human figure clings to the 
angel's shield, while on the neighboring capital a knight 
with shield raised, clutching his sword, prepares to best a 
giant three-headed bird whose deformity links him to 
infernal regions. 
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Thus the portal speaks to us from three levels: first, 
that very human condition of moral strife, of combat with 
powerful forces. The awesome angel stands guard at the 
entrance ready to take on the enemies of the Church and its 
individual members in search of salvation. Immediately 
above, the story of Christ's passion as it is told in the 
Gospel for Palm Sunday unfolds on the lintel. Crowning this 
drama and the images of combat below is the still, 
victorious vision of Christ situated in the celestial realm 
identified by the presence of the seraphim. The figures on 
the lintel turn toward each other and assume various profile 
and three-quarters positions, Schapiro's "themes of action 
(see page 91). The figure of Christ, by contrast, is 
frontal, symmetrical except for his arms, one raised to 
bless those who approach, the other to display the Book. 
His image is multivalent: the resurrected Christ, the ruling 
Christ, the returning Christ. 
Much smaller in scope than the sculptural program of 
St. Lazare at Autun, this portal nevertheless offers the 
viewers a rich experience, one that leads them through a 
narrative and then fastens their gaze on the simple, 
compelling image above. It is this image that gives meaning 
to the narrative below. The portal contains both po 
meaning that the Turners discuss-ideological and sensory, 
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the former derived from the Passion narrative and the 
associations that come together in the image above, the 
latter from the highly expressive postures of the lintel 
figures and the transcendent forms of the tympanum. The 
portal presents simultaneously an image of Christ the Son of 
Man and Christ the Son of God, an affirmation that the 
Church constantly felt called upon to make in response to 
the ever-present heretical challenges to orthodox thinking. 
"The image of The Ascension," writes Christe, "is in 
effect conceived as a 'synthetic' revelation, comprising the 
history of Salvation, the reality of the Incarnation and the 
Divinity of Christ" (73) . For the lay viewer this synthesis 
initially would have been effected by the portal as a whole: 
the capitals describing the universal human plight, the 
lintel the entrance of God into the human condition, and the 
tympanum itself his return to sit as judge and bestower of 
blessings. The dominant symbol of Christ with the seraphim 
eventually becomes firmly linked by association, not only to 
the other images on the portal, but to images viewed after 
crossing the threshold. As the Turners point out: "the very 
simplicity of the outward form of a dominant symbol enables 
it to interconnect a wide variety of signata" (246). 
St. Fortunatus at Charlieu 
This image of Christ enthroned appears in two places on 
the exterior of St. Fortunatus at Charlieu, a church near 
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the southern border of Burgundy. Founded in 872, the abbey 
was attached to Cluny from the year 932. Whether or not 
Charlieu's west portal antedates or postdates the west 
portal of Cluny has been an on-going argument among art 
historians.4 In any case, there are strong parallels 
between the two tympana, that at Charlieu a simpler 
composition (figure 29). As at Perrecy-les-Forges, the 
enthroned Christ raises one hand in the gesture of blessing. 
A mandorla surrounds him, which two standing angels appear 
to hold up between them. Twelve apostles occupy individual 
niches. Here also the the lintel contains images related to 
Christ's life on earth, although these figures are not 
involved in action, but represent "themes of state," as does 
the tympanum image. 
A later tympanum, occupying the north side of the 
porch, elaborates the earlier image (figure 30). Now the 
apocalyptic symbols of the evangelists surround the figure 
of Christ and the attending angels seem ready to spring up 
from the backs of the lion and ox. The twelve apostles on 
the lintel divide into two groups of six and sit on either 
side of the Virgin flanked by two angels. Two (now 
beheaded) angels play musical instruments at the base of the 
outermost arch. Occupying the keystone of the outer arch of 
the portal is a lamb carved almost in the round. Intricate 
floral and geometric patterns on the voussoirs surround the 
image of Christ and the Evangelist symbols. Whereas the 
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west portal tympanum is calm and icon-like in its impact on 
the viewer, the later more linear tympanum is full of motion 
and vitality. The sculptor has orchestrated a triumphant 
hymn to the resurrected Christ. The presence of the musical 
angels seems appropriate for a church dedicated to the 
sixth-century Fortunatus who was the author of a number of 
Easter hymns. 
The apostles, no longer isolated in niches, present a 
solid base, both visually and symbolically, for the 
apocalyptic image above. In their firm, frontal positions, 
they appear to declare their commission from Christ to 
establish his church throughout the world. 
No canonical text records the presence of the Virgin 
Mary at the Ascension; her inclusion here forms what Christe 
refers to as a "synthetic revelation" (73) . The Virgin 
serves as a reminder of the humanity of Christ as does the 
lamb above. Centered, at the top of the tympanum and 
projecting from the wall, the lamb dominates the entire 
composition, hovering over the people as they pass beneath. 
Functioning as a dominant symbol, it pulls together themes 
of sacrifice, triumph, humility and power. The lamb as a 
metaphor for Christ comes from the Gospel of St. John-- 
••Behold the Lamb of God!" (John 1:36). but also evokes the 
sacrifice of Isaac, the Passover lamb and, peripherally, 
Christ as the Good Shepherd. People were used to seeing 
this isolated image in another context, carried by choir 
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boys in a procession at the beginning of the liturgical 
drama, The Slaughter of the Innocents (Young II 107), thus 
linking the death of the children with the coming sacrifice 
of Christ. 
The lamb also appears by itself on a small south portal 
door of the Church at Varenne-1'Arconce (figure 31). The 
kneeling lamb forms a graceful S-shaped curve. Its head 
turns back toward the cross arising from its back. Five 
large rosettes surround the lamb and fill the space in the 
tympanum. The designer felt no need to elaborate this 
symbol, its very simplicity making possible multiple 
interpretations. 
Side Portals and Capitals 
Solitary images, such as that at Varenne-1'Arconce, 
were more likely to appear on side portals rather than the 
main west portal. For those single images, the choice of a 
figure with rich connotations, in this case the sacrificial 
lamb, were perhaps more effective seen in isolation. A 
similar image within a medallion was once part of the abbey 
at Cluny, and now is in the Mus6e Ochier in that town. The 
Flight into Egypt (a nineteenth-century reproduction appears 
on the small south portal of the church at Bois-Sainte-Mane 
(figure 31). Images of this flight served as reminders of 
the links between Old and New Testaments. Aside from the 
threat on the Christchild*s life by Herod, the flight is 
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seen as a fulfillment of the prophecy in Hosea (11:1): 
"When Israel was a child, then I loved him, and called my 
son out of Egypt" (Interpreter's B-ihlo 612) . This 
preoccupation with the Old Testament as prefiguring the New 
arose from the Church's desire to establish its claim "as 
the true and continuing Israel; therefore the Scriptures, 
Old and New, are about the same Messiah (Christos); in the 
former he is prefigured; in the latter he is recorded" 
(Sutherland 1). Thus The Flight into Egypt was more than an 
incident from the life of Christ, but also an assertion of 
its validity as the outgrowth of the covenant between God 
and Abraham. 
Capitals, occasionally one of several related by theme, 
were also natural places for single striking images, such as 
the warring angel at Perrecy-les-Forges (figure 28) or 
Daniel in the Lions' Den at Neuilly-en-Donjon (figure 41). 
Capitals, however, provide several faces for carving, two in 
the case of portal columns, and often three on the interior 
of the church, and thus lend themselves to more complex 
development. At Neuilly-en-Donjon, Daniel sits on the 
corner of the capital, jutting into the space of those who 
enter the church. The lion, whose carnivor instincts have 
been at least temporarily quelled, gently licks Daniel's 
shoulder. Behind the prophet appears Habakkuk, carried 
unceremoniously by an angel who clutches him by the hair of 
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his head. Habakkuk's mission to bring a basket of food to 
the hungry Daniel is expedited by the heavenly messenger. 
Despite the multiple details, some eye-catching in 
their humor, the shape of the capital focuses the individual 
details around the figure of Daniel, who forms an axis for 
the image which may be taken in at a glance. The popular 
nature of Apocrypha stories makes them particularly suitable 
for the church's exterior facade, clearly designed with the 
lay public in mind. They are anecdotes with moral 
implications—entertaining as well as instructive. 
While smaller in size and considerably simpler 
iconographically, the portals of the village churches such 
as Perrecy-les-Forges and Charlieu follow the tri-partite 
scheme of the great churches—Autun, V6zelay, Cluny: 
historiated capitals, the lintel and tympanum. The 
rectangular space of the lintel lends itself to linear 
narratives, processions and hieratic line-ups of people, for 
example, the Apostles. It is elevated above the heads of 
the viewer, yet is compressed by the overarching tympanum. 
In each case, the significance of the lintel arises from its 
relationship with the tympanum, its delimited space becoming 
a metaphor for the earth, just as the semi-circular space 
above symbolizes the celestial sphere. 
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Montceaux-1* Etoile 
A very different representation of The Ascension from 
those discussed above in conjunction with the themes of The 
Second Coming and The Last Judgment appears on the little 
church at Montceaux 1'Etoile (figure 33). Gone is the 
dividing boundary between lintel and tympanum, the entire 
scene carved on a single piece of limestone. It is clearly 
the specific moment of the Ascension described in Acts 1:9- 
11. Christ is in a standing but not static position. His 
right leg turns, his garment is activated as if by the wind. 
The angels holding the mandorla on their backs, their knees 
bent, seem about to bound upwards. The area inside the 
mandorla appears more than usually concave, creating an 
illusion of a spherical space. Most compelling is the array 
of responses from the figures beneath who twist and turn to 
each other, gesticulating towards the elevated figure of 
Christ. Fourteen figures stretch across the lintel space: 
the Virgin in the center identified by her veil and shod 
feet, eleven apostles with haloes and perhaps the two "men 
in white", heavenly messengers, described in the Ascension 
passage from Acts (1:10-11). No two figures hold the same 
position; one even turns his back to the viewer. All strain 
upwards and turn towards each other as if for verification 
of this astonishing event. Peter carries his key raised as 
if he were carrying a banner in victory. 
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This representation is less abstract than those of the 
seated figures of Christ that bring together The Ascension. 
The Second Coming and The Last Judgment. Yet this work is 
not simply an illustration of the passage from Acts. It 
incorporates details drawn from sources other than the 
Scriptures. The figure of Christ holds a cross in his right 
hand, a detail found in an Ottonian manuscript, the Codex 
Egberti (Christe 81 n. 39). Also in this manuscript is an 
image of the Virgin. Although her presence at the time of 
Christ's ascension is not recorded in the Scriptures, Abbot 
Odilon of Cluny avows in one of his sermons that, "she was 
present at the joys of the Ascension" (Christe 81).9 The 
presence of the cross recalls the crucifixion; the presence 
of the Virgin, the humble birth of Christ, in both cases 
underlining his identity as the Son of Man as well as the 
Son of God, a recurring theme in Odilon’s sermon for 
Ascension Day (Christe 81). 
Raymond Oursel, in referring to Montceaux-1'Etoile, 
speaks of this "humble parish and its little church" (290). 
No scholar has identified this church as a monastery, nor is 
there any mention of it as a Cluniac dependency in the 
archives of Cluny- If it is indeed a lay church, it managed 
to secure an exceptional artist for the carving of the 
tympanum, and one who exercised considerable freedom in his 
rendering of this scene. Perhaps he (and his clerical 
advisor) felt a greater sense of immediacy, of action and 
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overt emotion to be particularly compelling for a purely lay 
congregation. 
Anzy-le-Duc 
A similar but more sedate version of this portal 
appears at Anzy-le-Duc (figure 34). Variations in 
positioning among the lintel figures are slight, the 
gestures subdued. In a study of this lintel Carol 
Pendergast notes the very marked stylistic differences 
between the lintel and the tympanum, suggesting that they 
come from separate workshops. Nevertheless, she finds an 
interdependent and "coherent iconographic unit" formed by 
the lintel and tympanum together (136). 
What is interesting for this study in these obser¬ 
vations is what they suggest about the process of composing 
the portals. The more skilled artist was assigned the 
tympanum and it is the figure of Christ and the angels, 
relatively three-dimensional and lithe in their conception, 
that arrest our attention. The lintel figures, flatter, 
stiffer and somehat repetitive, appear to be the work of a 
lesser artist. Nevertheless, it is the lintel, as 
Pendergast points out, that gives the tympanum greater 
meaning—"an Ascension sequence with overtones of the Second 
Coming" (136). Perhaps it was a question of the tympanum 
master’s lack of time that consigned the lintel to another 
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workshop, but more significant is the underlying implication 
that the tympanum and lintel were conceived as two necessary 
parts of a whole. Without the tympanum, the lintel would be 
meaningless, and without the lintel, the tympanum's 
significance would be diminished. The separate treatment of 
the tympanum and lintel suggests a concerted effort to 
produce a sculptural program that radiates multiple meaning. 
Stephen G. Nichols sees in the horizontal form of the 
lintel and the vertical thrust of the tympanum with its 
ever-present central figure, a reflection of the narrative 
structure that he finds in both literature and art of this 
period. This structure he terms biaxial, one axis 'vertical 
and transcendent..., the other horizontal, purely historic 
and linear" (43) . Humans and earthly events appear in the 
lintel, divine images in the tympanum, the former related to 
history, the latter to theophany. At Anzy-le-Duc, the 
apostles and the Virgin depict a moment in the linear world 
of time; yet they yearn upwards into the heavenly sphere 
that exists beyond time. 
Behind the design of Romanesque portals lies the 
theologians' preoccupation with the Greek Christian 
Platonists, such men as Pseudo-Dionysius, the ninth-century 
Scottus Eriliegenia and Raoul Glaber, whose work was studied 
and discussed at Cluny. Knowledge of God was to be sought 
first through a symbolic reading of the material 
which was reflected 
the celestial world of true essences" 
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(Nichols 7). This belief in the necessity to root one's 
thought in the concrete was proclaimed again and again in 
the writings of twelfth-century scholars. With the 
beautiful golden doors of the Abbey St. Denis, the Abbot 
Suger justified his extravagance. He wrote, "the dull mind 
rises to truth through that which is material" (Panofsky 
23). In his Expositio in hierarch, coelest., II, Hugh of 
St. Victor argues that "our mind cannot ascend to the truth 
of invisible things, unless instructed by the consideration 
of visible things, that is, so that it will recognize 
visible forms as notions of invisible beauty..." 
(Tatarkiewicz 197). And again, "all visible things have 
their symbolical sense, that is, they are given figuratively 
to denote and explain invisible things..."(200). 
Both Hugh and the younger Richard of St. Victor 
scrutinized the act of contemplating. Richard writes: 
Our contemplation, is then, without 
doubt, located in the imagination when 
it concerns the form and image of 
visible things, when we perceive in 
admiration and admire in perception how 
very numerous, great, diverse, beautiful 
or pleasant are the physical things 
which we absorb with our physical 
senses, and when we revere with 
admiration and admire with reverence in 
all of them the power, the wisdom and 
the munificance of the creative supreme 
being. (201-202) 
While these men are writing at approximately the same time 
aa the builders and sculptors are constructing and 
decorating the churches, their thinking grows out of a 
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strong and steady tradition of thought rooted in St. 
Augustine, reiterated by his spiritual descendants such as 
the eighth-century John of Damascus and the ninth-century 
Guibert de Nogent who writes: "everything that momentarily 
has beauty is, as it were, a mirror of that eternal beauty" 
(Tatarkiewicz 211) .6 
The Cult of the Virgin 
Images of the Virgin Mary appear in manuscripts and on 
wall paintings from early Christian times; she is an austere 
hieratic figure in rigid frontal pose, serving as a throne 
for the blessing Christ Child. In the second quarter of the 
twelfth century, however, her image is carved on a number of 
Burgundian portals in very different poses. R. W. Southern 
attributes the transformation of these images of the Virgin 
to the influence of St. Anselm, and a generation later, St. 
Bernard (239) . Both of these men were Benedictine monks, 
Anselm living primarily in the eleventh century, Bernard in 
the first half of the twelfth. Each in his own way 
contributed to the new concentration on the humanity of 
Christ which was to find its fullest expression in the 
teachings of St. Francis in the early thirteenth century. 
Introspective, reflective, their scrutiny of their own 
psychological condition awakened their desire to empathize 
with the passion of Christ. Inevitably, dwelling on the 
details of Christ's life and suffering produced an increased 
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interest in the relationship between mother and 3on. 
Southern points out that images of the Virgin breast feeding 
the Holy Child could be found in the Eastern Church, but did 
not appear in the West until the second decade of the 
twelfth century in a Cistercian manuscript (figure 35). The 
figure of the Virgin has retained the sacerdotal quality of 
the early images; despite the maternal gesture towards the 
child, neither of them seems interested in the nourishing 
process. Therefore, the portal that once occupied the main 
exterior entrance of the monastery of Anzy-le-Duc is a 
dramatic contrast in feeling with the manuscript leaf 
(figure 36).7 
Southern quotes a passage from a follower of St. 
Anselm, which might well serve as an accompanying text for 
the monastery tympanum. 
Lo, brethren, let us try to understand the 
affection of this good Mother...the 
tenderness with which she beholds the Infant 
in her arms, sees him hang on her breast, 
hears him cry as children do at the little 
hurts of his little body, and hastens to 
forestall all evils which may happen to 
him.... (240)8 
Beneath yet another figure of the ascended Christ raising 
his hand in a blessing is the image of the Virgin offering 
her breast to the Christ Child. He also has raised his hand 
in a blessing directed out to the viewers, but with his left 
hand touches his mother and turns slightly in her direction. 
She bends over him, presenting a profile view of her head to 
the viewer. On either side of the mother and child stand 
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four figures, all but the outermost figures turned in 
towards the center, further focusing our attention on the 
mother and child. The figures on the left are male and 
identified by their attributes: Moses, closest to the 
Christ Child, holding the tablet containing the Law, then 
Peter with his key, Paul holding a phylactery and Stephen, 
the first deacon, cupping a stone in his hands, the 
instrument of his martyrdom (Grivot 9). On the right are 
four unidentified women who also carry objects, but whether 
they are attributes or gifts is impossible to decipher, 
although one object appears to be a miniature church, 
perhaps identifying a donor. The equal presence of men and 
women on the lintel, so frequently occupied by the apostles, 
is unusual.9 It seems likely that the monastery wished to 
pay tribute to females who had been generous to the abbey. 
In its position on the outside wall as the principal 
entrance to the priory, the carvings seems aimed 
particularly at the population-at-large. Directly beneath 
the central axis of the tympanum formed by the figure of the 
risen Christ is the figure of the Virgin rather than the 
Christ Child. Thus she occupies the key position on the 
lintel and reflects her growing position as intercessor 
between her son and sinners. The deeply undercut lintel 
produces clearly defined space, and gives pause to the eye 
before sliding up into the tympanum proper. The women on 
the right, occupying parallel positions to the august Moses 
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representing the Old Law, Paul the New, Peter the rock on 
which the Church is founded and Stephen the first martyr, 
must be persons of importance as well. The practice of 
separating the congregation by sex, males on the north side 
of the church or Gospel side, females on the south, had 
existed since the early church (Hubert 478). The figures on 
the lintel are divided in precisely that way, perhaps 
reflecting the lay use of the priory nave. The latest of 
the portals thus far discussed, this one from the exterior 
gates of Anzy-le-Duc, demonstrates the responsivity of the 
portal designers to changes in thought and the perceived 
needs of the people. While the tympanum remains the 
traditional fusion of risen and returning Christ, the sense 
of accessibility to those heavenly regions has been 
increased by the very human scene in the center and the 
reminders of the ways in which the Church provides teaching 
by word and example in the surrounding figures. 
A second exterior entrance to the priory exists in the 
south wall and is perhaps a more overtly didactic compositon 
(figure 37). Grivot, who dates it to the mid-twelfth 
century , remarks that it is not entirely successful as it 
is the time when romanesque art s'essouffle (is losing its 
wind, Anzy-le-Duc 8). Nevertheless, it would be impossible 
to pass by without stopping to study this portal. Two 
separate scenes, back-to-back, occupy the tympanum. The 
Virgin appears in profile, enthroned, to the left of the 
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center. She holds the Christ Child, also in profile, and 
receives the adoration of the Magi. The high back of the 
throne provides the central axis of the tympanum and forms a 
canopy over the mother and child. To the right two scenes 
form a continuous narrative: the temptation of Adam and Eve 
by the serpent, and to the far right, their recognition of 
their sin as, now covered with leaves, they clutch their 
heads in an expression of distress. The Virgin, "the second 
Eve," turns her back on the original sin and receives the 
recognition of the kings, their gifts confirming his 
acknowledgement as king (Interpreter's One Volume Commentary 
611). On the lefthand side of the lintel, an angel stands 
guard outside Heaven, a small clearly Romanesque structure. 
Another angel fends off what seems to be the overwhelming 
forces of evil that slither across the lintel immediately to 
the right, repeating the sinuous forms of the scene above 
with the first family. 
A man, perhaps Judas, hangs by the neck on the capital 
to the right, another pierces himself with a sword, while on 
the opposite side, a man prepares to behead his victim. 
Savage animals appear on the corbels, two knights are locked 
in combat on the wall to the right. "AH that," says 
Grivot, "...ought to be left at the gate of the monastery" 
(9). It certainly seems an appeal to more primitive 
feelings in the viewer than those of the other two portals 
at Anzy. Engaging of one's attention as it is, it fails to 
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direct the viewer's attention and thinking in the precise 
ways characteristic of earlier portals. Individual 
ingredients of those portals are reproduced in this one, but 
without regard to the symbolic use of space, to the 
juxtaposition of themes of state and themes of action, to 
the use of axis to focus attention and to an economy of 
meaningful gesture. Thus the tympanum is confusing, its 
attraction lying in its play on the bizarre and the 
grotesque. It underlines for us, by contrast, the sense of 
the clear, purposeful thinking that lay behind the design of 
the earlier portals. 
A small village in Burgundy, Neuilly-en-Donjon, 
provides me with an example of a powerful image, one that 
was almost certainly re-inforced for the people by aural 
experiences. The little church, in the diocese of Autun, 
bears the name of St. Mary Magdalene. Art historians, with 
the exception of Walter Cahn, have paid scant attention to 
this church. In passing, they have noted the themes which 
they find represented on the west portal, the Adoration of 
the Magi on the tympanum and, with the exception of A. 
Kingsley Porter, they see the Supper in the House of Simon 
on the lintel. 
The church is also small, built in the eleventh century 
with a carved portal of later date, placed between the years 
1125 and 1140 by Grivot and Zarnecki (151-56) and Hearn 
the western facade, is striking for (169) . The portal, on 
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its vigorously carved tympanum that stands out against the 
otherwise simple, unadorned edifice. Two rows of carved 
voussoirs surround the tympanum, the carvings descendants of 
classical motifs: palmettes, oval egg shapes, stylized 
acanthus leaves. Two columns flank the entranceway and bear 
historiated capitals and abacuses carved with decoration 
similar to that of the voussoirs. The overall impression of 
the portal is one of a unified design (figure 38 and 39). 
On the left corbel, a figure clothed in chain mail is 
unceremoniously dumped, upside down, and a leering, 
certainly diabolic figure has wrestled another naked man to 
the ground (figure 40). This figure writhes with the 
movement of a serpent. The capital seems to gyrate with 
these actions, a world turned topsy-turvy. On the right is 
Daniel, in the lions’ den, discussed earlier in this 
chapter; in opposition to the unseated knight, it contain 
the message of the conquest of death through God’s care for 
His faithful (figure 41). Thus the person entering the 
church is confronted with alternative scenes, the chaotic 
one on the left or the tranquil one on the right, the 
glimpse of demonic tortures on the left or the triumph over 
those forces on the right. 
"Fallen" knights appear on a number of French f d 
on Ste. Foy in Conques, for example, and later, on 
porch of Chartres, visualizing the pride that goes before 
the fall. Lester K. Little notes the primacy of pride in 
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the list of the seven deadly sins during the early Middle 
Ages (19-20). He sees the increasing ascendancy of avarice 
to the top of the list, however, beginning in the eleventh 
century and poses a connection between the "extraordinary 
flowering of the European economy" with the introduction of 
money into commercial dealings as a possible explanation for 
the shift (27). A cloistered monk, he points out, is more 
apt to be concerned with the sin of pride, the secular 
orders such as the regular canons with the sin of avarice 
(49). It seems likely that the fallen knight would be 
regarded as a more relevant warning in a small rural 
community, undoubtedly associated with the Benedictines and 
still permeated with feudal ideas, than in a large urban 
center. 
The Daniel capital at Neuilly contains details that are 
dramatized in "The Play of Daniel," a liturgical drama, one 
version probably written by Hilarius, a student of Abelard 
and another about the same time by students of Beauvais 
(Young II 276, 290). They include an incident from the 
Apocrypha, as does the sculptor: the appearance of the 
prophet Habakkuk. The play, performed as part of the offices 
at Christmas, was probably first performed about the year 
1140 ( 290), a date not far removed from the probable date 
for the carvings on the church at Neuilly (Hearn, 169), and 
thus another reflection of the popularity of this story. 
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There is in the tympanum a strong sense of musical 
drama, of an arrested moment in a triumphal procession. Four 
angels lift their oliphants to their lips, announcing the 
arrival of the Magi to the Virgin and proclaiming the birth 
of Christ. In his discussion of the Song of Roland, Nichols 
notes that medieval commentaries "equated the trumpets of 
the Apocalypse with the predication of the Church 
triumphant, the weight and force of the Law" (179). He goes 
on to say that the horn appears in "theophanic, messianic, 
and Apocalypse texts" where it signifies both revelation and 
deliverance. The horns that appear in Revelation are 
clearly linked to horns of the Old Testament, such as the 
one in Exodus 19:13 calling the people to the mountain 
(181) . Thus they are represented as the shofar or ram s 
horn, four of which appear on the Neuilly tympanum. Nichols 
believes that the horn would have been recognized in the 
eleventh and twelfth centuries as a "complex signifier 
(180) . He cites a passage from Le Guide du p&lerin d_e 
Saint-Jacques de Compostelle of the early twelfth centu y 
that recounts Roland’s eventual blowing of the horn with 
such force that it split in two. "The horn of ivory, 
precisely the one that was split, is in the city of Bordeaux 
in the basilica of St. Seurin..." (156). 
The horns at Neuilly flank The Adoration of the Magi, a 
popular theme for tympana in Burgundy, appearing 
Anzy-le-Duc, Avallon and St. Benigne at Dijon, to name a 
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few. The little scene is vigorously rendered. The three 
kings inarch along a plank that rests precariously on the 
back of a large beast. The foremost king totters 
uncertainly to his knees, in a gesture of awe. The animals 
on which they and the Virgin rest lunge forward, their heads 
spiraling back to confront each other. There have been 
differing interpretations as to their identity. Emile Male 
sees them as "two enormous dragons, who symbolize the powers 
of evil" (L'Art R61iqieux 430).11 Marcel Aubert believes 
them to be the symbols for the Evangelist, Mark and Luke, 
along with the standing angel (without horn) representing 
Matthew. Cahn develops the Abbot Terret's theory that the 
scene illustrates a verse from Psalm 91 (p. 354): 
Thou shalt go upon the lion and adder: 
the young lion and the dragon shalt thou 
tread under thy feet. 
Cahn's interpretation comes closer to that of Male than that 
of Aubert. I find it difficult to see a dragon in the 
animal on the left, though there is no problem in seeing a 
lion on the right. The former possesses a number of 
characteristics of an ox: the shape of his head, nostrils, 
horns and the rendering of his tail. Would not the rural 
congregations at Neuilly recognize him as such? Yet the two 
animals confront each other in a manner that suggests 
animosity. 
The search for a precise identification of each aspect 
those who wish to uncover the of the scene concerns 
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intention of the program's designer. My concern is to 
discover what would have been the response of the ordinary 
churchgoer. There are many tympana in Burgundy, as we have 
seen, on which Christ appears surrounded by the four symbols 
for the Evangelists, which include the ox and the lion. It 
is possible, also, that many people knew by heart Psalm 91, 
as the particular verses cited above were quoted frequently 
in sermons of the time (Cahn). Whichever source might come 
to mind, the overriding effect that the Adoration scene had 
(and still has) on the viewer, was one of power, triumphant 
power, power here associated with the Virgin Mary, as well 
as the Christ child. These Adoration scenes certainly 
reflected the twelfth-century efflorescence of the cult of 
the Virgin. 
Beneath The Adoration of the Magi, on the lintel, are 
two scenes: on the left, the temptation of Eve and then 
Adam, as the first woman accepts the apple from the serpent 
and seems about to press it into the hand of Adam (figure 
40) . Adam is clearly reflecting on this act as he raises 
his hand to his chin. The scene to the right Cahn 
identifies as the supper in the house of Simon, as described 
in John 12:1-2 (figure 39). He believes A. Kingsley Porter 
to be in error in seeing this scene as The Last Supper 
(352). He bases his argument on the presence of the figure 
of the woman beneath the table who is wiping the feet of 
act specifically mentioned in the 
Christ with her hair, an 
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verse from John. To identify the woman as Mary Magdalene 
rather than the anonymous anointing woman of Luke 7:37 is 
appropriate as the church at Neuilly is dedicated to her, 
its patroness. Christ does not occupy the central position 
at the table, the traditional one in Last Supper scenes. His 
move to the end of the table, however, facilitates the 
inclusion of the kneeling woman at his feet. 
Mary Magdalene enjoyed widespread popularity in 
Burgundy, her relics allegedly having been transferred from 
Provence to V6zelay in 1050 (Duchesne, 8). As a result of 
this acquisition, V6zelay became the destination of 
thousands of pilgrims from that time into the thirteenth 
century when Provence reasserted its claim to the possession 
of her relics. In the course of centuries, her story had 
expanded to include, not only the woman mentioned in Luke 
8:2 from whom Christ cast out seven devils, but the 
anonymous sinner at the house of Simon the Pharisee, Mary 
the sister of Lazarus, Mary the woman taken in adultery, the 
Mary who first sees Christ after the crucifixion, and even 
the hermetic saint, Mary of Egypt (Saxer, Le Culte de Marie 
Madeleine 326-50) . Duchesne cites a number of eleventh and 
twelfth-century sermons on Mary Magdalene that reveal this 
conflation of Marys from the Scriptures (340-460). She also 
came to play a leading role in the Easter play that formed 
part of the liturgy for that day, referred to as "Quern 
quaeritis". Not only does she appear alone with Christ, the 
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first to behold his face after the Crucifixion, but he 
commissions her to announce to the Apostles that he has 
ascended to his Father (Young , 438-450). In addition to 
the sermons and the plays, the jongleurs must surely have 
recited the life of this popular saint in the region that 
claimed her relics. Of all the events that had become part 
of her story, it is Mary Magdalene, the penitent sinner, 
that appears on the lintel. One of the growing heresies, 
which first appeared in the eleventh century in the 
neighborhood of Orleans (Lambert, 26-27) in a number of 
guises and expanded in the twelfth century, was the 
rejection of the efficacy of the sacraments (39-91). Both 
the reform movement within the Church and the orthodox 
response to heresies stressed penance. The reforming 
orders, such as the Cistercian and the Carthusian, sought to 
revive the importance of solitude and meditation in their 
Rules. These attributes, as mentioned above, had also 
become attached to Mary Magdalene. Therefore it is the 
penitent sinner, who had sat at the feet of Christ in the 
house oF Lazarus, and who completed her penance, according 
to popular saints' lives, by fasting for thirty years in the 
desert, that the image on the lintel called to mind for the 
viewer of the twelfth century. 
Despite the anachronism that exists if one sees this 
scene with the anointing Mary Magdalene as taking place 
during the Last Supper, such a view does not seem at odds 
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with certain habits of thought at this time. Thirteen 
figures, complete with haloes, sit behind a table on which 
is laid a supper. The scene at Neuilly clearly echoes 
scenes identified as the Last Supper such as that at St. 
Julien-de-Jonzy (Figure 43). if Christ redeemed the original 
sin of Adam and Eve through his sacrifice, its commemoration 
instituted at the Last Supper, isn't it appropriate to see 
this scene as that event combined with the figure of the 
penitent sinner who points the way to salvation for the 
faithful passing beneath the lintel? Victor Saxer cites one 
of St. Ambrose's sermons in which he draws a parallel 
between Eve, the author of original sin, and Mary Magdalene, 
the person who announces the redemption of that sin. "Out of 
the mouth of a woman came death; through the mouth of a 
woman was life restored" (342).1 2 The designer of this 
portal clearly wanted the viewers to make that connection. 
The lively, expressive figures of the tympanum, the 
unifying use of spirals and curves and the diverse textures 
all proclaim the hand of a great artist. The carving of the 
lintel reflects a more prosaic hand. The compression of 
meaning would seem to indicate the presence of a single mind 
in planning the program. To tie the interpretation of the 
portal too closely to specific texts runs the risk of 
diminishing the power of the images as it would be felt by 
ordinary viewers. In his article, "The Freedom of Medieval 
Art", Rudolf Berliner argues that, despite the conventional 
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wisdom concerning medieval artists, they did exercise 
considerable freedom resulting "from theological concepts" 
of the role of religious art (263). Thus the artist might 
represent an act or gesture that had no textual foundation 
to assist viewers' understanding, as the clergy elaborated 
on the Scriptures in order to clarify a point for their 
listeners. He used his creative power as "an aid to 
understanding through the medium of sight; an aid to which 
an emotional, not a reasoning response was expected" (264). 
It is important to remember that the desire to teach, 
as witnessed by the sermons and treatises of the Victorines, 
St. Bernard and Honorius of Autun, was abroad in the land. 
The portal at Neuilly, however modest in its scope, drew 
upon the same didactic sources as sermons in its use of 
typology, the illumination of God's word in the New 
Testament through prefiguring images of the Old Testament. 
It relates the sin to penitence and then to the sinner s 
"saving grace" via the institution of the Eucharist, all in 
the lintel. Finally, the tympanum itself announces the 
triumphant image of the earthly kings falling to their knees 
before the heavenly child, following the portal hierarchy of 
narration to dogma to theophany that Hearn finds 
characteristic of the great portals (173). 
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Combatting Heresy with Images 
It is in Burgundy, M§le notes, that one encounters most 
frequently depictions of The Last Supper such as the one at 
Neuilly. He attributes this prevalence to Cluny's desire to 
forestall the appearance of heretical beliefs concerning the 
Eucharist already existing in other parts of France (419— 
422). Christopher Brooke argues that, although references 
to heresy occur in Western Europe sporadically before the 
end of the eleventh century, it is not until after 1100 that 
it reappears as a major concern (139-140). The principal 
heresies are those comprising a dualist view, denying the 
orthodox view that the material world is essentially good, a 
reflection of divine intention. Spirit is good; flesh is 
evil (152-153). These views, an important part of gnostic 
thinking and the Cathar creed "made it impossible to regard 
Jesus as a real human being"(153-54). While both the Cathar 
and the Waldensian movements emerge in the second half of 
the twelfth century, the ground was clearly prepared for 
them early in the century. Brooke describes the controversy 
among scholars as to the origin of these heresies, some 
arguing that those prior to 1140 "are of purely native 
growth" (143) . The opposing view credits external 
influences, particularly from the East, with heretical 
outcroppings.l3 
Emile Male felt that Burgundy was only lightly grazed 
by heresies in the twelfth century. Nevertheless, it was 
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just to the south at Lyon that Pierre Valdo found a 
receptive audience for his preaching against the hierarchy 
of the Church beginning in the third quarter of the century. 
The movement spread rapidly both north and south (L * Art 
Religieux 422). Before 1140, however, the Abbot of Cluny, 
Peter the Venerable, saw danger in one particular movement. 
He wrote what Brooke calls, "an elaborate treatise" against 
the Petrobrusian heresy.14 Brooke sees reflections of 
eleventh century heresies in this movement as well as seeds 
for the later heresy of the Cathars (146). 
Peter de Bruys, who gave his name to the Petrobrusians, 
died around 1140. He rejected the authority of the Church, 
the Sacraments, even the Church buildings themselves 
(Livingstone 395). Peter the Venerable's treatise against 
the Petrobrusians defends, in particular, the Eucharistic 
sacrifice (MSle 422). Male attributes the character of the 
Burgundian portals to the Cluniac desire to stamp out the 
dangerous beliefs. "They teach...that the two principal 
Sacraments of the Church, Penitence and the Eucharist, 
of divine institution, and, at times, one believes to find 
again, in the work of their sculptors, the very terms of 
Peter the Venerable’s doctrine" (422).13 
Male cites an example from Charlieu of this close tie 
between text and image. In addition to the portal on 
north side discussed above, a smaller portal beside it 
. nroaress (figure 44).“ As at Neuilly 
depicts a supper in progress vi y 
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en Donjon there is the same ambiguity as to whether it is 
The Last Supper or another event, in this case The Wedding 
Feast at Cana, undoubtedly an intentional ambiguity, for 
from the early Christian period, this event was seen as a 
pre-figuring of the Last Supper (Interpreter's Bible 712). 
Peter the Venerable, according to Emile M§le, made this 
connection explicitly. To see the wedding feast in the 
image is important, however, especially in relation to the 
lintel with its depiction of "the blood sacrifices of the 
ancient law: the ram, the he-goat, the calf..." (423).l 7 
The presence of the wine jars and the servant in the act of 
filling one of them, contributes to the relevance of the 
wedding feast, and establishes a tie to the Old Testament. 
Christ supplies the good wine which fills the empty vessels 
at the feast, substituting the new wine for the old, a 
reference to the Old Testament. Wine, at the Last Supper, 
symbolized blood, the blood of the lamb as opposed to that 
of the Old Testament blood sacrifices. Thus the interplay 
between tympanum and lintel is rich and multivalent. 
This small portal is ancillary to the larger one beside 
it (figure 29), allowing the sculptor greater freedom in 
choosing his subject matter. The scene on the lintel 
follows the usual frieze-like pattern that we have seen on 
other lintels, the mode that lends itself to narrative. In 
contrast to the supper scene at Neuilly, the table here 
curves in an arc that echoes, though not precisely, the 
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semi-circular form of the tympanum. This response to the 
frame may be due to the hand of an innovative sculptor, or 
to influence from the East where the convention for the 
table at the Last Supper was that of a semi-circle (MSle 
110).18 Above, on the voussoirs, appear the figures that 
comprise The Transfiguration, an event less frequently 
depicted on the portals at this date. The scene is 
recognizable by the carved names of the figures: St. Peter 
and St. James on either side of the base and the arch, St. 
John and, by the process of elimination, Elijah; above him, 
Christ and Moses together occupy the keystone. The 
extraordinary appearance of these two side by side, 
centered, and occupying the stone that locks all the others 
together, communicates symbolically as well as literally. 
Biblical interpreters discuss the passage from Matthew 7: 1- 
8 describing The Transfiguration and find in it, not just a 
preview of the Resurrection, but a parallel "with the great 
redemptive act of God on behalf of old Israel - the Exodus 
and the giving of the law at Sinai" (630). They go on to 
say that "the purpose of the gospel writers is clear and 
important: God’s redemptive purpose through Jesus did not 
start with the Cross and the Resurrection, but was operative 
throughout the whole of his earthly life and ministry" 
(631) . 
This little portal makes a strong statement that 
underscores the tie between the Old and New Laws: the lintel 
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depiction of the Jewish blood sacrifices forming a 
foundation for the miracle at Cana, and the figures of 
Christ and Moses joined on the top. It affirms the humanity 
of Christ and, at the same time, his role as God's Chosen 
for the redemption of mankind. The larger portal to the 
left is purely Christocentric, the sacrificial lamb on that 
keystone proclaiming Christ as the ultimate sacrifice. 
Together the north wall of the porch leaves no uncertainty 
as to the Church's stand on the humanity of Christ, 
Christianity's roots in the Old Testament, and the 
importance of the Eucharist prepared for since the beginning 
of time. 
At St. Julien-de-Jonzy, a few miles north of Charlieu, 
the tympanum is perhaps one of the first representations to 
bring together the several specific incidents associated 
with the Last Supper (figure 43). Some of the figures are 
mutilated, yet the deep undercutting and graphic delineation 
of the composition make it possible to discern what must 
have been its original appearance. Eleven apostles and 
Christ, recognizable by the crossed nimbus are seated behind 
the long table. One halo is not apparent because of the 
head lowered to the table before the central figure of 
Christ, the conventional way to single out St. John the 
Evangelist. Isolated on the outside o£ the table is another 
figure, half-kneeling. Much of the upper part of the body 
has disappeared, but it is still possible to see that one 
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arm of this person reaches out to the table as does one of 
Christ's arms. 
All of these details are references to several passages 
in the Gospels. The account of the Last Supper appears in 
all four. 
Verily I say unto you, that one of you 
shall betray me. And they were 
exceeding sorrowful, and began every one 
of them to say unto him, Lord, is it I? 
And he answered and said, He that 
dippeth his hand with me in the dish, 
the same shall betray me. (Matthew 26: 
21-23) 
The identification of the betrayer in John is slightly 
different: "He it is, to whom I shall give a sop, when I 
have dipped it. And when he had dipped the sop, he gave it 
to Judas Iscariot, the son of Simon" (verse 26). 
The figure isolated on the near side of the table can 
only be Judas as described in John, who "having received the 
sop, went immediately out" (13:30). His desire to flee is 
evidenced by the turning away of both knees from the table. 
Emile Male finds each of these moments represented 
individually in Eastern art, but never brought together as 
at St. Julien. He believes this fusion of moments to be a 
product of the West, and finds it at two other Burgundian 
churches. Bellenaves in Allier and St. Benigne in Dijon. He 
also sees these details represented in a stained glass 
medallion from Chartres' west facade of about 1145 (figure 
44). which helps us reconstruct the missing details of the 
St. Julien carving. The scene is compressed in order to fit 
233 
.3 inside the medallion. Christ, in the center, raises hu 
right hand in the traditional blessing, but with his left 
hand he extends to Judas's lips the moistened sop mentioned 
in John. This detail stands out for M§le as he notes that 
the other ingredients of the composition were assembled from 
Eastern sources, whereas the offering of bread appears to be 
a western invention. He finds dogmatic meaning in the 
addition of this detail: "This communion of Judas is, for 
the Christian, the terrifying image of the sacrilegious 
communion" (113).19 St. Julien, then, is another indication 
of the preoccupation of portal designers with the incipient 
heresies making incursions into central France. 
There is still another message for those who approach 
the portal, this one an admonition. Three scenes appear at 
the ends of the table in which figures kneel and wash the 
feet of their neighbors. Despite the blurring of detail, 
the bowls, feet and kneeling washers are clearly visible. 
This time it is not another moment from the Last Supper that 
is dramatized, but the later carrying out of Christ's 
instructions in John: 14-15, when after supper Christ had 
washed the disciples feet he says, "If I then, your Lord and 
Master, have washed your feet, ye also ought to wash one 
another's feet." The cerenony of foot washing is one that 
was celebrated in the early and nedieval church on Maundy 
Thursday, (and is still enacted in a nunber of churches 
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today); it is this ceremony that appears on the borders of 
the Last Supper scene. 
The scene therefore combines historical moments in time 
from the life of Christ with the theophanic vision of Christ 
above that is beyond time, as well as the on-going 
celebration of the liturgy that is always the immediate 
present. In a recent paper Michael Camille wrote that 
"Medieval images were deemed useful in this sense that they 
did not depict a was then but enacted a here_now... 
(unpublished manuscript 13), and it is the foot-washing 
scene that creates that experience for the viewer. This 
distinction between the historic moment of the institution 
of the Eucharist transposed into an iconic image is 
contrasted with the dynamic quality of the washing figures 
in three-quarters positions, another example of Schapiro's 
distinction between "themes of state" and "themes of 
action". 
That the Church in Burgundy felt the need to affirm the 
efficacy of the Eucharist is demonstrated by the large 
number of extant representations of the last Suppe_r or the 
wadding Feast at Cana. M31e mentions a number of them in 
addition to Charlieu and Neuilly-en-Donjon: St. Bfenigne de 
Dijon, Nantua and Vandeins in the department of Ain, 
Bellenave in Allier, Savigny in Rhone and Vizille in Is^re, 
all parts of the original province of Burgundy (419). All 
-ii-h the exception of Neuilly-en-Don jon, 
of these priories, with the except 
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were dependencies of Cluny, suggesting that Peter the 
Venerable's concern about the growing heretical attitudes 
toward the Eucharist was well known and deemed a serious 
threat meriting a sculptured statement in response. 
Whether or not heresy was ever perceived as rampant in 
Burgundy, the sculptural programs affirm those doctrines 
jeopardized by the heretical sects that grew and, in some 
parts of France, flourished for a time. In what ways did 
they undertake to make these complex images understandable 
to this for the most part non-literate population? They 
narrated stories that unfolded in a linear fashion and drew 
the viewer’s eye in a lateral direction from left to right. 
They gave meaning to the lintel scenes through stance, 
gesture, movement, distortion and harmony. They juxtaposed 
these stories to iconic images that invited contemplation. 
Otto Pacht's words for the twelfth century St. Alban's 
Psalter, "dialogues without sounds...in essence dumb sh 
might well apply to these works (59). 
One of the latest of these Burgundian Romanesque 
churches is Semur-en-Brionnais, a few miles distant from 
Julien-le-Jonzy. Dated to 1160 by Yves Christe. the portal 
evidences the medieval penchant for saints lives (88). 
Beneath the image of the enthroned Christ in a mandorla. 
flanked by angels and the tetramorph. is a lintel dedicated 
to the story of St. Hilary (figure 45 and 46). Not a story 
Of bloody martyrdom. St. Hilaire qualifies as a confessor. 
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but more significant, a defender of orthodoxy. Elected 
Bishop of Poitiers around the year 353, he was present at 
the Council of Seleucia in 359 where the Arian heresy was 
espoused by the Council of both eastern and western bishops. 
This heresy was eventually rejected at the Council of 
Constantinople in 381 (Livingstone 33).20 
The challenge for the sculptor of this lintel is to 
make dramatic what was essentially a debate. He divides 
this event into three scenes and presents them as a 
continuous narrative. "Reading" from the left to the right, 
St. Hilary arrives at the Council, conspicuously carrying 
the Book in his veiled hand, which Camille, quoting from 
Durandus (unpublished manuscript 7) identifies as a sign of 
'perfect knowledge’."21 Several bishops are already 
enthroned as if waiting for the Council to begin. St. 
Hilary is demoted in the second scene by other bishops to 
what looks like a child's chair set to one side. An angel 
hovers over him alerting us to the possibility of divine 
intervention. The bishops in this second scene are somewhat 
unsettled, the one on the left hand clutching a scroll, 
according to Durandus, a sign of "imperfect knowledge" 
(Camille 6). In the third scene, Hilary is reinstated, 
seated on a Cathedra, positioned higher than his companion 
bishop. To the far right, a demon shovels a small, naked 
soul into Hell's mouth, undoubtedly the false Pope LSon 
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responsible for the incorporation of heretical ideas into 
Christian doctrine (Grivot Art Romane 28). 
This scene, again, gains additional meaning by its 
juxtaposition to the apocalyptic image of Christ above, 
surrounded by the visionary beasts from Revelation. The 
sacrificial lamb crowns the whole, completing the three¬ 
tiered composition: the lamb of God, symbol of the human 
Christ, the resurrected Lord enthroned in Heaven, and in the 
lintel the message for the viewer, the exemplum of saintly 
life, Hilary the protector of the orthodox faith. 
More dramatic saints' lives abound and the choice of 
this particular one from the fourth century, not a local 
saint, suggests a perceived need to send this message of 
orthodoxy to the population-at-large. Male's statement that 
Burgundy was only grazed by heresy ignores its geographical 
position and centrality in France, its multiple pilgrimage 
sites that brought throngs of people from all directions to 
this province, and the journeying crusaders, some of whom 
certainly returned "tainted" with eastern Manichaean 
heresies. These tympana belie the view that the Church in 
Burgundy perceived no cause for serious concern. They also 
suggest confidence on the part of the clergy in the ability 
of the images to communicate complex ideas and the laity to 
respond with understanding. 
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The Special Mission of Vfezelav 
The church of St. Mary Magdalene in V6zelay sits upon a 
hill in Burgundy, an arresting setting for a church that 
served as starting point for four pilgrimage roads to St. 
James of Compostela and for two crusades. The church has 
undergone a number of changes, a fire which destroyed a 
large part of the nave and alterations which seem to reflect 
the changing needs of the monastic order. Very little of 
the Carolingian church remains and much of the building 
constructed between 1096 and 1106 was destroyed in the fire 
of 1120. At that time reconstruction began, and the west 
fagade became the interior wall of the narthex, 
The tympanum of V6zelay was constructed between the two 
crusades , the first in 1095 and the second in 1146. The 
second crusade started from the steps of V^zelay as did the 
third crusade in 1190. The relics of St. Mary Magdalene 
were brought to V6zelay at the beginning of the eleventh 
century and the church became an important stop on the 
pilgrimage roads to Compostello. V^zelay maintained close 
connections with the monastery at Cluny; a number o£ 
Benedictine monks spent time at both monasteries and Peter 
the Venerable left Vfezelay to become abbot of Cluny. All of 
these circumstances are woven into the history of V^zelay 
_ Hrh store of information for art 
and have provided a ncn sroie 
historians who seek to unravel the mystery of the tympanum 
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The basilica of St. Mary Magdalene suffered a series of 
calamities in the post-medieval period and was in a state of 
ruin by the nineteenth century when Viollet-le-Duc directed 
the restoration. The narthex, however, protected the three 
interior portals, the central portal containing one of the 
most celebrated Romanesque tympana (figures 47, 48 and 49). 
Scholars disagree as to the precise date of completion of 
the narthex sculpture, but most dating falls between 1120 
and 1132, the year of the church's consecration.22 The 
themes of The Ascension and The Adoration of the Magi that 
have appeared on so many Burgundian tympana were here 
relegated to the side portals. In both, the lintel is 
heightened, giving the figures of the lower register stature 
closer to those of the upper, and reducing the dominating 
effect of the upper register. The right portal depicts the 
Incarnation cycle, a theme to be elaborated in the right 
portal of the west facade of Chartres: the scenes include 
the Annunciation, Visitation, Nativity and above, the 
Adoration of the Magi. The left portal contains post- 
Resurrection scenes: the road to Emmaus, the Supper at 
Emmaus, Christ appearing to Mary Magdalene in the garden and 
above, the Ascending Christ surrounded by the Apostles. The 
figure of the Virgin and Christ in the upper registers 
occupy the central position thus forming an axis for 
compositions. These two portals provide narrative supports 
for the complex message of the great central portal. The 
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Infancy scenes establish the humanity of Christ, the post- 
Resurrection scenes, his divinity. 
The iconography of the central portal and the reasoning 
that lay behind it is more difficult to establish. It has 
been the source of considerable debate among scholars. As 
at Autun, the figure of Christ occupies the center of the 
tympanum; he is surrounded by a mandorla, less visible here 
because of the way in which the figure bursts beyond its 
confines. Apostles, all of whom carry books, crowd in on 
him from both sides. They overlap each other, twist and 
turn as if energized by the central, gyrating figure of 
Christ. Small scenes curve around the tympanum inside the 
voussoirs, except for the area behind Christ s head, which 
provides a still center for this storm of moving bodies. 
Abel Fabre, in an article in Gazette des Beaux Arts of 
1923, argued that the tympanum represents the Mission to the 
Apostles as described in Luke 10:1-9; M^le, in 1928, 
proposed The Pentecost_from Acts 2:1-4 (L’Art r£liqieux 
326). Adolf Katzenellenbogen saw a fusion of two subjects, 
the Ascension with the Mission to the Apostles ("V6zelay 
143). In an article of 1980, Michael D. Taylor revived 
Male's argument for Pentecost. 
descending from Christ's hands 
Certainly the rays 
suggest the moment described 
in Acts: 
And when the day of Pentecost was fully 
thev were all with one accord in 
Sne place! And suddenly there came a 
sound from heaven, as of a rushing 
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mighty wind, and it filled all the house 
where they were sitting. 
And there appeared unto them cloven 
tongues, like as of fire, and it sat 
upon each of them And they were all 
filled with the Holy Ghost, and began to 
speak with other tongues, as the Spirit 
gave them utterances. 
The use of visible rays to describe this moment had appeared 
in earlier manuscripts, for example, a Cluny lectionary of 
about 1100 and the twelfth-century York Psalter. On the 
other side of the argument, the small representations of 
far-flung civilizations that line the arch of the tympanum 
argue for the apostles' mission. Katzenellenbogen finds 
sources for these various strange peoples in Isaiah (66:18- 
20) in which the Lord proclaims that he "will gather all 
nations and tongues....and send those...unto the nations, to 
Tarshish, Puls and Lud." Pliny's Natural History, a popular 
book in the Middle Ages, describes extraordinary races such 
as the Cynocephali, the dog-headed men that appear in the 
uppermost lefthand compartment or the Panotn, the large 
eared people to the extreme right o£ the lintel (144) . 
Katzenellenbogen points out that Christ gave the 
apostles three specific tasks: "the power to save or to 
condemn (Matthew 18:18: Mark 16:16: John 20:23)...to preach 
the gospel to all the nations (Matthew 28:19)...to heal 
sick and drive out devils (Matthew 10:1.8: Mark 16: 17,18: 
Luke 9:1) • He finds each of these activities represente in 
the individual compartments, which he examines in detail 
(142-46) . 
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The role played by V6zelay in the Crusades is another 
reason to argue for a concern with mission on the part of 
the tympanum designers. Pope Urban II had thought of 
V6zelay as the departure point for the first crusade, but 
ultimately settled upon Clermont, the site of the Council in 
1095. Katzenellenbogen quotes from Urban’s sermon at that 
time in which he exhorts the clerics present to urge "men of 
all ranks, knights as well as foot-soldiers, rich as well as 
poor" to "exterminate" the Muslims holding Jerusalem captive 
(148). Contemporary writers, Katzenellenbogen points out, 
linked the original commissioning of the apostles with 
Urban's exhortation to the populace to embark on the 
crusade. He quotes Raymond of Aguilers who was an 
eyewitness to the re-capturing of Jerusalem in 1099: 
On this day, moreover, the apostles were 
cast forth from Jerusalem and scattered 
over the whole world. On this same day, 
the children of the apostles regained 
the city and fatherland for God and the 
Fathers. (148, citing C. Krey, XM 
First Crusade, Princeton: 1921, 29) 
Bernard launched the second crusade in a sermon preached 
in front of the town of V.zelay in 1146. The tympanum was 
constructed between these two events and certainly reflects 
the .nissionary zeal that characterized at least the original 
St. 
intent of the Crusades 
(although that intention was 
frequently lost from view). 
with the apostolic mission 
This equation of the Crusades 
undoubtedly received further 
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impetus from the ongoing reform movements with their desire 
to renew the Vita Apostolica. 
That the tympanum also embodies the Ascension and the 
Pentecost for other scholars is an indication of the 
richness and complexity of this portal. Francis Salet, in 
La Madeleine de V6zelav. finds evidence of a number of 
different scriptural sources for the tympanum. In the 
images on either side of Christ's head, he sees the river 
and tree of life described in Revelation 22:1-2. "The 
scene," he writes, "which is clear for the community of the 
faithful, has not ceased to divide the archeologists" 
(116).23 Although Salet's comment may seem somewhat tongue- 
in-cheek, Susanne Langer offers an explanation for the 
apparent blindness to the total impact of the tympanum on 
the part of scholars in pursuit of a single textual source 
as opposed to the vision of the faithful: 
All cognition of form is intuitive; all 
relatedness—distinctness, congruence, 
correspondence of forms, contrast, and 
synthesis in a total Gestalt--can be 
known only by direct insight, which is 
intuition. And not only form, but 
formal significance, or import, is seen 
intuitively (wherefore it is sometimes 
said to be "felt"), or not at all; that 
is the basic symbolic value which 
probably precedes and prepares verbal 
meaning. (378) 
The search for specific textual sources, the analysis into 
parts, work against an intuitive Gestalt experience. There 
are, of course, scholars who draw upon their intuitive 
244 
experiences, reflected in their argument for a synthesis of 
meaning in the tympanum. 
M. F. Hearn is one of these; he rejects the idea that 
the composition is simply an "allegorical expression of an 
historical event": 
it is the image of a theological 
mystery, a visible manifestation of an 
invisible reality. As a composite image 
it presents simultaneously and in a 
comprehensible arrangement a series of 
concepts that would be both difficult 
and tedious to elucidate in a linear 
sequence of thoughts and words. And as 
an image it has a concrete reality both 
more explicit and more convincing than 
words. It is more than a sermon or even 
a manifesto; it is a revelation. (173) 
In this passage, Hearn pinpoints attributes of the visual 
image as opposed to the written word that function as 
powerful conveyers of meaning: it is concrete, both visible 
and tangible, and thus convincing; it is arranged 
meaningfully, using the hierarchial arrangement of the 
tympana, all elements presented to the viewer 
simultaneously, therefore making manifest relationships 
between the parts. Words are also arranged and used to 
describe relationships, but they are bound to the linear 
sequence that moves through time.2" 
The side portals with their narrative cycles and 
theophanic scenes above the lintels follow what has become 
conventions for church entrances. Their presence seems to 
have freed the sculptor to create a new composition, 
multivalent in its impact, attested to by the varying 
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responses of art historians. References to the Mission of 
the Apostles are clear, and to the Pentecostal empowering of 
these missionaries. The movement of Christ's body conveys a 
sense of dynamic energy extending to the farflung corners of 
the earth depicted around him. His frontal, axial position, 
the broad sweep of his arms open to the viewer, the 
encircling zodiacal signs and labors of the month all 
contribute to a vision of one who is no longer ojE this 
world, but reigning over the world. 
In addition to the singular events associated with the 
crusades, the on-going veneration of the relics of St. Mary 
Magdalene brought crowds of pilgrims to V6zelay from the 
early eleventh century until late in the thirteenth when the 
counter claims of Provence as possessors of the relics and 
her first sepulchre redirected the traffic southward (La Row 
141). The sculptural program for the narthex reflects the 
abbey's sense of a continuing mission to the faithful to 
take up once again the apostolic life, whether as crusaders, 
pilgrims or simply as confessors of the faith. 
The three-portal scheme points the way towards the 
development of large scale programs that are characteristic 
of Gothic cathedrals. Chartres Cathedral's west facade of 
about 1145 is close in time and spirit to V6zelay's narthex 
portals, but at Chartres, the north and south transepts of 
the early 1200s have slipped over into another era of church 
Church leadership moves away from the monasteries 
building. 
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to cities and the secular church. Among theologians there is 
the new emphasis on dialectics fostered by the re-discovery 
of Aristotle (Leclercq 189). There is the conjunction of 
technical discoveries with the thinking of such men as the 
Abbot Suger who, under the spell of Dionysius the Pseudo- 
Areopagite, saw light as the supreme symbol of the divine 
(Panofsky, Abbot—Suger)) . Finally, there is a new vision of 
a more accessible Christ as opposed to the apocalyptic 
vision of the Christ of The Second Coming. 
Gothic Art: Another Way of Seeing 
Gothic fagades provide a different kind of "reading" 
for the beholder than that of Romanesque fagades. In Gothic 
Architecture and Scholasticism, Panofsky compares the west 
central portal of the Notre Dame at Paris (figure 50) with 
the Autun portal (figure 5). At the former, all of the 
tympana contain clearly demarcated registers. There is no 
overlapping between scenes, each of which fits neatly into a 
firm architectural setting. The theophanic scene is in the 
point of the arch. Figures are ranged evenly through the 
space without crowding. Kings, apostles and angels each 
occupy their appointed niches. The sculptural program has 
expanded to a gallery beneath the rose window that houses 
the monarchs and across the archivolts and jambs. Divisions 
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and sub-divisions order the fagade, reflecting the 
scholastic love of cataloguing.23 
Greater naturalism characterizes the Gothic works as 
opposed to the Romanesque. Not only do the figures possess 
normal human proportions, but they assume a variety of 
stances, turn towards each other in attitudes of 
interaction. They appear to be involved in quiet 
discussions, and even the frontal figures of Christ and the 
Virgin look down on the beholders with benign concern. 
Yves Christe remarks that "the great tympana of the 
Romanesque period, as opposed to the Gothic tympana of which 
the frontal disposition sometimes makes one think of an 
official tribune, frame in themselves a tourney-ground from 
which the gaze can not stray" (13).26 Its attraction lies 
not in the idealization of the familiar, the recognizable, 
which is one aspect of Gothic art, but rather in the 
representation of that which eludes imagination, description 
or explanation. In its strong reliance on signs and 
symbols, on yoking together disparate images, and on the 
highly expressive quality of the figures, Romanesque art 
possesses poetic power. Whereas Michael Camille speaks of 
Chartres as a "discourse" (unpublished paper 2), an 
appropriate simile for the sculpture of Romanesque churches 
is as an on-going drama. 
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Lay Access to Monastic Churches 
Autun and V6zelay are large churches, the former having 
been designated cathedral in 1185, the latter extolled as a 
"must" in the twelfth-century pilgrims' guidebook, Le Guide 
du p^lerin de Saint-Jacques de Compostelle (52).27 These 
two elaborate sculptural programs were clearly a response to 
the large numbers of people who found their way to these 
centers. 
The decoration for small rural churches, on the other 
hand, was conceived more simply and on a smaller scale. A 
number of these churches were monasteries and the question 
arises: would the laity have even seen their carved portals? 
This question has been thoroughly answered in an article of 
1968 by Jean Hubert, "La Place faite aux laics dans les 
6glises monastiques et dans les cath^drales aux xie et xiie 
si&cles." With the dissemination throughout France of large 
numbers of relics, a number of Benedictine abbeys became 
pilgrimage sites, and therefore were open to the laity who 
came to venerate the remains of the saints. At the same 
time these abbeys and priories, many of them far from 
populated centers tended to take on a pastoral role for the 
surrounding neighborhood (471-72). As Hubert points out, 
the monastic churches, often large, might only house a very 
small community of monks. For example, Saint Martial at 
Limoges, capable of holding 300 people in the nave, had only 
eight brothers at the time of its construction, according to 
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the monastery census (472). The monks moved within the 
monastery compound, gaining access to the choir through 
lateral doors leading from the dormitories or cloisters; 
therefore, the west portal sculpture was clearly designed 
for the laity. One result of the reform movement was to 
make accessible to laypeople the reciting of the offices, 
which would take place in the choir, the laity attending in 
the nave (473) . It was only from the churches of the strict 
hermetic orders such as the Cistercian that the world 
outside the monastery was excluded, and these churches were 
unadorned by sculpture and painting (476). 
Hubert's archeological examinations of church buildings 
and sites have also shed light on the question of the extent 
to which choir screens and galleries limited lay viewing of 
and participation in the mass. He found evidence that, from 
the tenth century on, altars were often erected to the west 
of the choir for the faithful or side aisle absidial chapels 
were accessible when the choir was enclosed (477-8). In 
some churches with subterranean crypts, the sanctuary was 
necessarily raised, making the altar visible to the 
congregation above the choir screen. Other churches were 
built with two complete levels, such as that of the 
Benedictine abbey of St. B^nigne in the Burgundian city of 
Dijon, so that people would be able to move freely to the 
places where relics were situated (481). Tribunes and 
galilees, the latter "particularly numerous in the 
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neighboring regions of Cluny," also showed signs of 
extensive use beyond what would have come from the monks 
themselves (485) . Both provide an elevated place from which 
to view the altar, the former before the choir, the latter 
at the west end of the church. All of these architectural 
elements reflect the desire on the part of monastic houses 
to accommodate the laity and to make available to them any 
visual experiences that would serve as instruction. 
There is archeological evidence that a number of 
settlements grew up immediately around priories.28 Chapels 
such as those attached to castles were not necessarily 
sufficient for the needs of the peasantry, their primary 
needs being a cemetery and a baptismal font as well as a 
priest to perform the sacraments of baptism and the 
Eucharist. Where the building was of stone, they note, it 
provided the one "safe haven for men and animals [which] 
could only serve to strengthen its role as the nucleus for 
rural settlement" (134). The cooperative character of these 
church communities, monastic in origin, is described by 
Marie-Th6r§se Lorcin in Soci6t6 et cadre de vie en France, 
Analeterre et Bourgogne (1050-12501: 
The families of the parish are 
collectively charged with maintaining 
and administering, under the supervision 
and with the aid of the patron 
abbev a priory, even a lay noblemen, 
moreYrarely the bishop) theburldangs 
and the necessary cult objects. Mor 
often, the parishoners are charged with 
the nave and the patron with the choi . 
In order to maintain an unfaltering 
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cohesion, each family must send to the 
Sunday mass at least one of its members. 
At the time of the sermon, the priest 
must indeed announce all of interest to 
the collectivity: the holy days of the 
week (when one must not work) and the 
marriage bans, excommunications and 
found objects...The parish has its 
patron saints, spiritual protectors, 
whose feast days it celebrates, 
sometimes its own pilgrimage (89).29 
Lorcin attributes to the reform movement this cohesiveness 
among the members of the parish, both lay and clerical. All 
of these studies have clarified our view of the laity's 
relation to the clergy, whether monks or secular priests, 
and the extent to which the Church made decisions with the 
edification of the laity in mind. 
Although the sculpture program for these small churches 
was far less elaborate than for the large cathedrals as at 
Autun and prominent abbeys as at V6zelay, the conflation and 
condensation of themes produced powerful and memorable 
visual experiences. Repeated viewing of the portals would 
have eventually engraved these images on the mind's eye of 
the beholder, and served as a constant reminder of the 
Church's teaching. 
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Notes on Chapter 6 
1. The Turners are paraphrasing passages from a previous 
study of Victor Turner's (1967 50-52). 
2* ••-La Transfiguration est tantdt un episode de la vie du 
Christ, tantot une image de La Seconde Paroisse. et que son 
emplacement determine sa signification." 
3- The Utrecht Psalter, a Carolingian manuscript, was taken 
to Canterbury, England some time before the Norman Conquest. 
A number of later manuscripts produced in the Canterbury 
scriptorium follow its format, which also appears in 
manuscripts in France, such as the twelfth-century Life of 
St. Aubin. 
4. Armi poses the date 1080, antedating Cluny's construction 
in 1094; Christe suggests the last decade of the eleventh 
century, coinciding with the construction of Cluny. 
5. In Assumptione, PL 142, col. 1027. 
6. Thought about the material world, of course, was not 
uniform in the twelfth century. The ascetic order of the 
Cistercians eschewed the elaborate adornment of church 
interiors espoused by Abbot Suger. St. Bernard's complaint 
about the distracting quality of the carved capitals 
(discussed in Chapter 4) is a reflection of this asceticism. 
Yet he admitted that works of art had a useful function 
outside the monastic walls, in cathedrals where they might 
serve to draw inside the flagging Christian (Schapiro 7). 
7. The tympanum and lintel are now housed in the Mus«§e du 
Hi6ron at Paray-le-Monial. 
8. Eadmer, Liber de excellentia B. Mariae (P.L. 159, 557-80 
and especially 564-5). Southern notes that "this work 
circulated in the Middle Ages under the supposed authorship 
of St. Anselm." (240, n. 1). 
9. Inside, an Ascension scene is painted on the central 
apse, fifteen people watch Christ's ascent, three of whom 
are women, also unusual, but perhaps conflating the 
scriptural accounts of the Ascension with the visit o e 
three women to the tomb, one of whom was sometimes 
identified as the Virgin. An eleventh-century inscripti 
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states that the altar was dedicated to the Trinity, the Holy 
Cross, and the Virgin Mary. 
10. Tuba vero eburnea scilicet scissa aput Burdegalem urbem, 
in basilica Beati Severini habetur_ Le Guide 78. 
11. "...deux 6normes dragons, qui symbolisent les puissances 
du mal." 
12. "De la bouche d'une femme etait sortie la mort; par la 
bouche d'une femme, fut restaur£e la vie." 
13. Brooke cites, in particular, J.B. Russell, Mediaeval 
Studies, XXV (1963) 26-53, Dissent and Reform...(Berkeley 
and Los Angeles, 1965), Morghen, Archivo della R. 
Deputazione romane di Storia Patria, LXVII (1944) 97-151, 
who argue for internal sources, P&re A. Dondaine, in 
"L'Origine de I'h6r6sie m6di6vale ", Rivista di storia della 
Chiesa in Italia, VI (1952) 47-78 for external influences. 
14. See J.V. Fearns, "Peter the Venerable's, "Epistole, 
contra Petrobrusianos" in Corpus Christianorum, Continuatio 
Mediaevalis (1968) for a recent edition of this work. 
15. "Ils enseign&rent donc...que les deux principaux 
sacrements de l'Eglise, Penitence et Eucharistie, sont de 
1'institution divine, et, parfois, on croit retrouver dans 
1'oeuvre de leurs sculpteurs, les termes memes de la 
doctrine de Pierre le venerable". 
16. Sunderland refers to this portal as late Romanesque 
(72). Christe dates it between 1180 and 1190 (90). 
17. "les sacrifices sanglants de l'ancienne loi: le beiier, 
le buc, le veau..." 
18. The Transfiguration may be seen at Charite sur Loire, 
on the western border of Burgundy. 
19. "Cette communion de Judas, c'est, pour le^chr6tien, 
l'effrayante image de la communion sacrilege. 
20. Arianism, named for the Alexandrian Prjest■ ^intained 
(c 250-c 336) denied the divinity of Christ, , 
that^the* Son of God was not eternal but^as^created^rom the 
indmthaththlre?o?e .heSwas not God by nature but a 
changeable creature..."(Liv.32) 
21. William Durandus, The Symbolism 
Leeds: T.W. Green, 1843. 
of church Ornaments, 
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1132DeSChamPS 1132' Salet 1125-1130, Katzennellenbogen 1120- 
23. La sc6ne, qui est claire pour le commun des fiddles, 
n a pas cesse de diviser les arch^ologues." 
24. There is, of course, an iconic use of words such as the 
inscription IHS that frequently appears above Christ's head. 
There is also concrete poetry that uses words as elements in 
a visual image. 
25. Panofsky notes that we are all, unwittingly, 
unsuspecting heirs to Scholasticism." When we organize our 
thoughts by dividing, subdividing, cataloguing, condensing 
into a table of contents where elements are grouped together 
according to a logical system, we are adopting the modus 
operandi of the thirteenth century scholastics. He points 
out that this kind of systematic articulation was quite 
unknown until the advent of Scholasticism" (32-33). 
26. "Les grands tympans du Xlle sidcle, par opposition aux 
tympans gothiques dont la disposition frontale fait 
quelquefois penser & une tribune officielle, forment en eux- 
memes comme un champ clos oh le regard ne peut errer. 
27. "In this place [V6zelay] also a great and very beautiful 
basilica and an abbey of monks were established; there 
sinners' errors are pardoned by God for love of the saint 
(Madeleine); sight is restored to the blind, the tongue of 
mutes are unbound, the lame are made straight, the possessed 
are set free and a great many indescribable benefits 
accorded to the faithful." 
"In quo etiam loco ingens ac pulcherrima basilica 
monacorumque abbacia constituitur; peccatoribus delicta 
ipsius amore a Domino dimittuntur, cecis visus redditur, 
mutorum lingua solvitur, claudi eriguntur, energumini 
liberantur, et ineffabilia beneficia multis imperciuntur." 
28. Jean Chapelot and Robert Fossier, historian and 
archeologist respectively, describe these settlements in The 
Village and House in the Middle Ages (134,147, 191, 194). 
29. "Les families de la paroisse sont charges collectivement 
d'entretenir et de g6rer, sous la surveillance et avec 
l'aide du patron (une abbaye, un prieur6, voire un seigneur 
laic, plus rarement l'6veque) les Edifices et les obDets 
n6cessaires au culte. Le plus souvent, les paroissiens sont 
charges de la nef et le patron du choeur. Pour maintenir 
une cohesion sans d6faillance, chaque famille doit envoyer 
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au moins 11 un de ses membres & la messe du dimanche. Lors 
du pr6ne, le cur6 doit en effet annoncer toute ce qui 
int6resse la collectivity les f§tes de la semaine (oCi l’on 
ne doit pas travailler) et les bans de mariage, les 
excommunications et les objets trouv6s...La paroisse a ses 
saints patrons, protecteurs spirituels, dont elle c616bre 
les f§tes, parfois son propre p&lerinage." 
CHAPTER 7 
TWELFTH-CENTURY IMPLICATIONS FOR TWENTIETH-CENTURY PEDAGOGY 
What then can the use of visual images in the past tell 
us about teaching and learning in the present and future? 
The twelfth century was a time when images as conveyors of 
important meaning concerned "life issues", to borrow David 
Best's phrase, and were accessible to the vast majority of 
people. It was a time when symbols were believed to make 
possible the understanding of the true nature of the 
universe. It was a time when people's capacity "to put two 
and two together" was nourished by the visual arts, and 
emotion and reason were seen as mutually reinforcing rather 
than at odds with each other. It was also a time when the 
creation of works of art responded to popular movements such 
as the cult of the Virgin, and to the programs of those in 
power as in the fight against heresy. 
Visual IwaM as Food for Thought in the Twelfth Century 
My study of twelfth-century portals found that the 
arrangement of figures and scenes in relation to each other, 
gestures, stances, relative size and expressive rendering 
all united to produce images that asked people to 
well as admire. 
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It is interesting that the sermons aimed at the laity 
made less use of symbolic representations than did the 
carved images. Bourgain describes the vernacular sermons as 
largely composed of factual details: "they summarize with 
the most minute exactitude the life or legend of the saint; 
they have no pretensions to eloquence" (198) .l They do, 
however, contain allegory: "the chateau of wisdom," "the 
moats of profound humility," "the wall of obedience which 
rises to the heavens, splendid and sound." Allegory 
mediates between the concrete nature of narrative and the 
figurative value of personification. It is to the visual 
images that the Clergy turned in order to present 
symbolically to the laity doctrines such as The Incarnation 
or the responses of the Church to heretical beliefs. The 
ubiquity of these images on exterior portals and their 
apparent responsiveness to contemporary concerns argue that 
they were viewed by the Church as efficacious. In addition, 
their design encompassed several kinds of images: signs, 
symbols, historical narratives and allegories, as if to 
engage all of the viewers' faculties in their quest for 
knowledge leading to salvation. 
This reliance on visual images to convey complex 
meaning beyond that generally reflected in the sermons 
suggests that we should not see in Gregory the Great s 
statement that "especially for the people, a picture is the 
same as reading" (Epistola xiii) a condescending view of 
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their learning capacity. Rather, we should see in Gregory, 
and the many other theologians who expressed the same view, 
a belief in the ability of images to communicate powerfully 
and parsimoniously, to make use of direct insight or 
intuition, which Langer believes "precedes and prepares 
verbal meaning" (Feeling and Form 378). 
The images of the Romanesque tympana are sophisticated 
in their hierarchial, ordered arrangement. They reflect 
centuries of theological debate beginning with the early 
Christian Church Fathers, and their desire to project these 
ideas visibly for the population-at-large. They also 
possess affective attributes in their use of size 
differentiation and distortion. Heinz Werner discusses 
images in relation to primitive2 societies and young 
children, and finds these affective elements in their 
perceptions and drawings. "The most important factor, that 
which is most significant to the subject, is drawn as very 
large, and the elements which have no affective emphasis are 
diminished or neglected entirely" (150). On the Autun 
tympana, the outsize figure of Christ, his large attenuated 
hands and the elongated figures of the apostles, all possess 
affective value. Yet they do not partake of the diffuseness 
that Werner finds characteristic of the thought of primitive 
societies and children. "Primitive images, like primitive 
perceptions, are much more undifferentiated than their 
intellectualized counterparts, and in consequence are much 
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less hierarchically organized and ordered in terms of 
essential and non-essential moments" (159). 
A number of the capital carvings, however, such as the 
nude man riding the basilisk to the left of the Autun west 
portal (figure 17) possess characteristics of the images 
created and envisioned by Werner's subjects. They are 
syncretic (154); that is, they bring together opposing 
features (the body of a horse with the claws of a bird). 
They appear to be the products of vivid fantasies drawn from 
the "knowing of an inner world" (144-45). 
Werner's differentiations between child and adult, 
primitive and intellectual are more useful in characterizing 
different modes of thought than in distinguishing between 
the thinking of different ages or societies. Is it not true 
that, among adults, affective influences shape memories so 
that one person's recollection of a specific event may be 
very different from another's, though they both were 
attentive witnesses to the occurrence? That these strange 
fantastic creatures were given such a visible presence in 
the churches along with the more ordered and hierarchical 
compositions suggests an acceptance on the part of the 
program designers of the multiple facets of the life of the 
mind. 
More specifically cognitive in nature is the way m 
which the images encouraged the viewers to move back and 
literal and figurative meanings, to hold two 
forth between 
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ideas in the mind simultaneously and ultimately to fuse 
them. This process is metaphoric in nature. The viewer 
sees the theophany of the tympanum riding above the 
narrative images on the lintel. As with metaphor, the two 
elements of the composition interact and together produce a 
dynamic whole. The narrative scene from Christ's Passion on 
the lintel at Perrecy-les-Forges, seen in isolation, may be 
read literally as an historic account. But its 
juxtaposition to the Christ triumphant surrounded by 
seraphim gives it another meaning; what by itself appears to 
represent defeat, must now be seen as triumph. Furthermore, 
the exalted, otherworldly Christ in the tympanum, with the 
reference to earthly suffering below, unites the human 
condition with the divine. This interaction and fusion 
occurs on the other portals as well, some--as with literary 
metaphors—more effective than others. 
Max Black describes three views of metaphor: a 
substitution view (a metaphorical expression that replaces 
"an equivalent literal expression" 223), a comparison—view 
("the presentation of the underlying analogy or similarity , 
more succinctly termed a simile 226) and the interaction 
view, the view that Black feels best describes the nature of 
metaphor. According to Black, the interaction-metaphor, 
unlike the first two views, is not "expendable." Literal 
translations can not replace this metaphor without losing 
of the two subjects as 
cognitive content (234). He sees one 
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subsidiary; in the case of the portals, the lintel would 
occupy that position. "This use of a 'subsidiary subject* 
to foster insight into a 'principal subject' is a 
distinctive intellectual operation, demanding simultaneous 
awareness of both subjects but not reducible to any 
comparison between the two" (234). 
Paul Ricoeur elaborates Black’s theory of the 
"interaction metaphor" in a way that, despite its verbal 
terminology, applies directly to visual images such as those 
on the portals. "The bearer of the metaphorical meaning is 
no longer the word but the sentence as a whole. The 
interaction process does not merely consist of the 
substitution of a word for a word,...but in an interaction 
between a logical subject and a predicate" (145), the 
subject in this case the "theme-of-state" on the tympanum, 
the predicate "the theme-of-action" on the lintel, to borrow 
Schapiro's terms. The relationship that the metaphor 
establishes reveals what Ricoeur describes as "a generic 
kinship between heterogeneous ideas," and the recognition of 
this relationship involves "both a thinking and a seeing" 
[my underlining] (147). 
The Implications of Metaphor for Learning 
The "split reference" that is the nature of the 
metaphor involves what is and what miqht be: for example, 
the statement "that man is a fox" creates a fiction. 
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Fiction addresses itself to deeply 
rooted potentialities of reality to the 
extent that they are absent from the 
actualities with which we deal in 
everyday life under the mode of 
empirical control and manipulation. In 
that sense, fiction presents under a 
concrete mode the split structure of the 
reference pertaining to the metaphorical 
statement. It both reflects and 
completes it. (Ricoeur 154-55) 
Fiction or "semblance", to use Langer1s word for artistic 
illusion, gives "forms a new embodiment in purely 
qualitative, unreal instances, setting them free from their 
normal embodiment in real things so that they may be 
recognized in their own right..." (Feeling and Form 50). 
Metaphors demand flexibility in thinking, as well as 
the ability to move beyond the material to grasp figurative 
meaning. Flexibility, like a muscle, needs to be maintained 
with exercise; the ability to find figurative values in 
images can only suffer from an environment that equates 
figurative with fanciful, and ignores their contribution to 
creative thinking and problem-solving. 
St. Augustine also has something to say about this 
condition; he quotes St. Paul, using the term 1 e11er in the 
sense of literal: 
"for the letter killeth, but the spirit 
quickeneth" (2 Corinthians 3:6), that 
is, when that which is said figuratiyely 
is taken as though it were literal, it 
is understood carnally. Nor can 
anything more appropriately be called 
the death of the soul than that 
condition in which the thing which 
distinguishes us from beasts, which is 
the understanding, is subjected to the 
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flesh in the pursuit of the letter. 
(Augustine 84). 
The inability to recognize signs and symbols for what they 
are, he stresses, reduces one to "a miserable servitude of 
the spirit" (84). 
Alienated Views of the Visual Arts in the Twentieth Century 
The position of the arts in relation to society has 
altered along with the changes in the social structure. The 
Church is no longer a powerful patron of the arts. People 
subscribe to multiple creeds, not all of them religious. 
One can no longer speak of the language of the arts, but 
rather the languages. Although museums are open to the 
public, parks provide settings for works of sculpture, and 
paintings by established artists hang in banks, the art of 
the twentieth century is often seen as the province of a 
privileged 61ite, its meaning baffling, its language 
private. 
The disappearance of this central position of the 
visual arts is clearly a complex matter; yet the nineteenth- 
century aesthetic movement with its notion of art for 
art's sake" was certainly one contributing cause. It 
cultivated an esoteric attitude toward art, the pursuit of 
refinements of taste and of a life "experienced to the full 
without too many religious or moral implications or 
(Denvir 18). Thus art became an eccentric restraints" 
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concern, art appreciation a concern of dilettantes; form and 
content, beauty and meaning no longer viewed as indivisible 
ingredients in a perfect whole. Despite the creative 
aspects of the aesthetic movement, and there were a number 
of them, the perception of the arts as a pursuit of the 
leisure class did much to remove them from the 
comprehension, if not the view of the population-at-large. 
David Pariser believes that Romanticism has been one 
source for the banishment of the arts from a central role in 
the public schools; the view that the child is "a pure 
unsocialized creature, a natural creature upon which corrupt 
adult society scrawls the ugliness of 'socialization.' 
Nature and 'experience' are the great teachers.... 
rationality itself is suspect" (16). Pariser believes that 
the seven myths about art education identified by Elliot 
Eisner stem from this Romantic perspective. He defines myth 
as "any unproven or unprovable belief which is taken as an 
article of faith" (15). He uses the term pejoratively. 
1) Children should be left to their own 
devices. When it comes to art teaching, 
love and materials are enough. 2)Art 
Education is synonymous with teaching 
"creativity". 3)What counts in art is 
"the process" not "the product". 
4)Children perceive more clearly than 
adults. 5)Art work by children does not, 
and should not be evaluated, (sic) 
6)Talk about art work is unnecessary 
and/or impossible--most talk about art 
is automatically suspect. 7)The best 
program of art education for young 
children is one in which a wide range of 
materials and activities is present. The 
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richer the smorgasbord, the better. (15- 
16) 
Common to all of these "myths" is the underlying assumption 
that the creative process is valuable only for its effect on 
the creator, not for the ideas it engenders nor the product 
that results from the process. Furthermore, as Pariser 
points out, it reduces the role of the teacher to "a sort of 
nanny who cleans up after the children have amused 
themselves" (16). 
I do not subscribe entirely to Eisner's labeling as 
"myth" the convictions described above. I do believe that 
the process counts, that children's perceptions are 
valuable, and that talk necessarily falls short of the whole 
experience of a work of art, although discussion can 
certainly illuminate aspects of that experience. 
Nevertheless, Pariser and Eisner describe what has been a 
lopsided approach to the teaching of art. This approach and 
the Elitist implications of the aesthetic movement, along 
with the emergence in this century following World War II of 
a zealous emphasis on mathematics and science, have 
relegated the visual and performing arts to the fringes of 
most public school curricula. They are the first courses to 
be dropped when budgets are cut; the composition of the 
courses themselves encourage the view that they are of only 
marginal utility. 
A loss of accessibility to the arts removes one source 
of meaning in people's lives. As in mythology, works of art 
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make sense of what is for most of us a disordered array of 
experiences. T.S. Eliot's remark about the poet may be 
transposed to describe the artist. "When a poet's mind is 
perfectly equipped for its work, it is constantly 
amalgamating disparate experience; the ordinary man's 
experience is chaotic, irregular, fragmentary" (247). The 
painter and sculptor find beneath the surface appearances of 
the exterior world or in the random images of introspection, 
a meaningful structure. The structure is there for the 
attentive eye, but as one must first learn to read with 
understanding in order to respond to the ordered world of 
the poem, one must learn to look closely to perceive that 
meaningful structure in the painting or sculpture. The 
training of the eye may take place at any age. The 
opportunities for such training among large segments of the 
population, however, lie with the public school system. 
Recent Developments in Art Education 
Two recent developments have brought the place of the 
arts in public school education under scrutiny: Project 
Zero of the Harvard Graduate School of Education and the 
Getty Foundation's program for art education. D. N. Perkins 
and Howard Gardner describe Project Zero as "an inter¬ 
disciplinary basic research project in human symbolic 
development" (vii) . After twenty years of research, both 
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theoretical and cl i ni 1 *.u .lf , 
u Clinicai, they summarize the 
that have arisen from their work: 
convictions 
We share a belief that the arts, usually 
celebrated as the dominions of the 
emotions, are profoundly cognitive 
activities; a belief that human 
intelligence is symbolically mediated 
through and through and must be 
understood from the perspective of 
symbolic development; a belief that 
creative and critical thinking in the 
arts and sciences have far more in 
common than is often thought, (ix-x) 
Project Zero is concerned with theoretical research impelled 
by the members' conviction that the arts, as with the 
sciences, should be seen "as ways of understanding and even 
of constructing our environments... as a requisite and 
integrated component of the entire educational process" 
(Goodman Aims and Claims" 1). Goodman sees the project's 
function as that of "the physiologist... not the physician," 
providers of analyses and information, not curricula designs 
or educational procedures (2). 
The Getty Center for Education in the Arts, on the 
other hand, has generated a specific program which they have 
named Discipline-Based-Art Education. Founded in 1982, the 
Center spent the first year gathering information from 
across the country. One discovery was that of the 
approximately 12,000 hours of instruction which students 
receive in the course of twelve years in school, most spend 
less than one percent of that time with the arts. They also 
examined school art courses which they found confined to the 
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development of technical skills that left those not gifted 
in artistic production with the impression that art was an 
Elitist activity beyond their ken (Duke 7). The Center’s 
program for instruction, as opposed to the "Romantic" 
approach of self-discovery described above, stresses an 
"outside in" approach, concentrating on responding, 
understanding and directed creating of art. Their program 
begins with the elementary grades and encompasses art 
production, art history, art criticism and aesthetics (8). 
The program is ambitious; it is well funded and has 
assembled an impressive array of experts in various fields 
related to the visual arts. It has, nevertheless, produced 
heated debate. Passages from an article of March, 1988 in 
Art Education will explain at least some of the reasons for 
the controversy. 
In a DBAE curriculum, the emphasis is on 
learning art content, not on students 
artistic development or the conveying of 
original qualities in their art 
products. Hence similarities among 
students' products are not viewed with 
alarm, but rather as a sign of success, 
much as a mathematics assignment would 
be considered successful when most 
students calculated correct (and simi¬ 
lar) answers. It is, in fact, helpful 
to think of DBAE as part of the larger 
back-to-basics reform movement of 
general education wherein there is an 
emphasis on definable content and ob¬ 
servable skills and on accountability^ 
predictability, and efficiency of ed 
cational means and outcomes.(Hamblen 23) 
of experts to determine the 
Hamblen argues that the use 
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subject and method for study, "acts as preparation for the 
acceptance of authority in adult work environments" (24).3 
Aside from the Orwellian overtones of much of this 
approach, the Getty plan is simply perpetuating an 
educational system that is fraught with problems, 
deficiencies and failures. Rather than seeing art education 
as an essential complement to the sciences and mathematics, 
and a radically different way of approaching the world 
around us, it tries to legitimize the study of art by incor¬ 
porating into art production classes an academic approach 
modelled after several different college-level courses. 
For the visual arts to become a serious subject of 
study in the public school system, more than an expanded 
course and additional teacher training are necessary. It 
requires what amounts to a profound change in thinking that 
will ultimately express itself in changes in the design of 
the curriculum and the education of teachers. Books serve 
as vehicles of learning for all subjects; then why not 
visual images as well? Holbein's portrait of Henry VIII 
tells us a great deal about the status of the monarch in 
England in the early sixteenth century. Honors Daumier's 
paintings and lithographs prepare us for Emile Zola’s 
novels. Andy Warhol's works ask us to stand back and 'cast 
a cold eye" on our everyday environment. Furthermore, the 
directness of the experience of these visual images engages 
our senses, calls up emotions as well as the more abstract 
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aspects of the thinking process without the additional 
decoding of the written word. What I am suggesting then is 
perhaps better termed a trans-disciplinary rather than an 
interdisciplinary approach to the introduction of visual 
images into the curriculum. 
Visual Images in the Classroom 
This study argues that visual images may serve to evoke 
and promote complex thought, thought about "life issues." 
They perform this function in multiple ways: they ask 
viewers to make connections, to differentiate between the 
literal and the figurative, to consider the invisible by 
means of the visible, and to bring into play feelings (those 
objectified emotions discussed by Langer and Arnheim) as 
legitimate contributions to cognition. 
The numerous ways in which visual images facilitate 
learning has been substantiated by a number of cognitive 
psychologists:4 Paivio's identification of "alternative 
coding systems" as resources for the learner; Sanders and 
Schroot's demonstration that the use of different modalities 
(among them visual) increase the memory span; Piaget and 
Inhelder's complementary view of images as mediators between 
perception and verbalization and as "springboards" to 
thought; Kosslyn's assertion that information is stored in 
more ways than one, the visual mode more often readily 
accessible; Brooks* demonstration that the performance of 
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two tasks in the same mode simultaneously suffers 
interference, whereas the use of different modes (visual and 
verbal) does not. Much of this research involves mental 
images, and one may question the validity of their findings 
for the use of concrete images in learning. Shepard's study 
demonstrates that there is a close parallel between mental 
and perceptual images. Bruner describes the viewer's 
perception of a work of art as the result of the dialogue 
that occurs between the viewer and the object viewed. 
Perception Gibson describes as a skill, one that can be 
fostered and promoted. He believes that visual thinking may 
be more easily performed than verbal thinking. The 
experience of visual images he characterizes as "firsthand" 
as opposed to the "secondhand" experience in which one is 
told about something. "Modern man," he writes, "thirsts for 
firsthand experience when so much is secondhand. 
A study described in a 1986 edition of the JournaJ.—qX 
Mental Imagery supports the relationship of imagery to 
creative thinking. The authors Geraldine A. Shaw and 
Stephen T. Demers found that there was a strong link between 
imagery and originality, flexibility and fluency in 
thinking. They also found that their subjects, fifth and 
sixth grade students of both sexes, drew upon "visual 
thinking strategies" for problem-solving. The imaging 
process, they concluded, was not one recalling passively 
stored information, but...a process of active manipula 
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of the given information." Furthermore, the verbal 
creativity tests indicated that students relied on imagery 
rather than verbal skills in performing the assigned tasks 
(72) . The implications of these results are somewhat 
limited, however, as the researchers chose children with IQ 
scores above 115, based on evidence that suggests that 
"creative thinking abilities may be limited in their 
variability below a certain threshold level of intelligence" 
(65) . Rather than proceeding from this questionable 
assumption, it would seem that this study in particular 
might yield important information about students identified 
as less "academically promising," rather than proceeding 
from an untested assumption. Nevertheless, the study 
reinforces the view that mental imaging contributes to 
cognitive processes. 
All of these "benefits" of the visual image are in 
addition to the riches of aesthetic experience, in itself a 
compelling reason for bringing the visual arts into the 
classroom. 
Implications for Future Study and Exploratory Research 
Curriculum Study 
The idea of a transdisciplinary curriculum needs 
to be tested in the school setting. A 
study of the curriculum of a specific 
school, particularly one that represents 
a median position among schools in the 
time allotted to the visual arts, would 
be a beginning. A curriculum plan would 
evolve from a study of the content of 
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with teachers, administrators and a 
cross sample of students. The study 
would generate materials for each of the 
courses and a seminar for the teachers 
involved. Evaluation of the program 
would include teacher evaluations, 
student self-evaluations, and where 
appropriate, comparisons with previous 
individual student records. 
Conceptual Studies 
a. In order to pinpoint the specific 
possibilities that lie in the 
contemplation of static images, it would 
be useful to contrast this experience 
with that of a videotape on a related 
subject. Questions as to retention of 
the material after each of the two 
viewings would be asked and the extent 
to which each medium provokes 
questioning and discussion observed. 
b. Both Arnheim and Goodman have 
explored ways in which buildings convey 
meaning. Nelson Goodman points out that 
"a building, more than most works, 
alters our environment physically; but 
moreover, as a work of art it may, 
through various avenues of meaning, 
inform and reorganize our entire 
experience" ("How Buildings Mean" 652). 
The purpose of this study would be to 
discover to what extent this meaning is 
perceived and to find ways of increasing 
people's awareness of architecture as a 
visual experience. 
c. An examination of the studies 
conducted within the advertising 
industry on communication through visual 
images should produce fruitful 
possibilities for teaching. 
d. The writings of twelfth-century 
pedagogues and preachers are rife with 
figurative language. A study of that 
language in relation to existing 
contemporary works of art from the 
authors' milieu should shed light on 
ways in which concrete images provided 
material for mental images. 
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In this study I have been concerned with questioning 
some long held assumptions about the capacity of certain 
groups of people, such as the deprived and those identified 
as having little academic ability, to understand complex 
thinking and to rise above that "miserable servitude of the 
spirit" that results from being shackled to the "carnal", 
literal level of meaning. I have turned to the past, the 
twelfth century in Burgundy, for an example of a time when 
the power of images was recognized and utilized, not in the 
simplistic manner of propaganda, but as a challenge to 
profound thinking. I believe that the portals that I have 
examined provide concrete evidence that their audience was 
perceived as capable of grasping symbolic content and making 
meaningful connections. The proliferation of these portals 
throughout all Christendom supports my contention that their 
designers' conviction that the laity understood the portals' 
messages was a valid one. 
This example from the twelfth century suggests that 
visual literacy offers learners access to knowledge apart 
from that provided by verbal literacy. Twentieth-century 
studies raise the possibility, as well, that for some the 
visual may be more readily accessible than the verbal. I 
believe that further research, moving beyond the scope of 
this study, will reveal even more specifically the rich 
possibilities, as yet unexploited, that lie in static visual 
images. 
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Notes on Chapter 7 
1* r6sument avec la plus minutieuse exactitude la vie 
ou la l£gende du saint: ils n'ont aucune pretention 4 
1'eloquence." 
2. Werner uses the term primitive to describe aborigines. 
3. M. Apple, Ideology and Curriculum. London: Routledge and 
Kegan Paul, 1979. 
4. These studies are discussed in Chapter 2. 
AFTERWORD 
"Official histories, news stories surround us daily, 
but the events of art reach us too late, travel languorously 
like messages in a bottle." This sentence from Michael 
Ondaatje s novel, In the Skin of a Lion, encapsulates the 
pervasive danger for all of us that the "messages" that are 
most meaningful for the life of the spirit may be submerged 
in the torrent of "facts and figures" that surround us. The 
creation of art keeps pace with the news of the day, but 
Ondaatje is right, its journey into the minds of its 
audience inevitably lags behind, or for many, never arrives 
at all. Art orders apparent chaos. It takes us beyond 
accident to essence. It helps us to scrutinize our lives, 
to find significance in a random array of objects and 
events, and ultimately, to avoid the "unexamined life" that 
Plato said is "not worth living." It gives us an Olympian 
power over the eroding nature of despair that whispers in 
our ear that all is meaningless. 
The ability to receive those "bottled messages" should 
not be an Elitist accomplishment, but rather one that is a 
possibility for everyone. Twelfth-century portals, turned 
towards the outside world, proclaim their designers' belief 
in their power to reach the population-at-large. Surely 
twentieth-century educators in a democracy can have no less 
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faith in the public's receptivity than those designers and 
carvers living at the tail end of feudalism. If we continue 
to learn from Plato and Aristotle, we may also learn from 
Honorius of Autun, Hugh of St. Victor and Giselbertus, all 
of whom saw the pedagogical possibilities inherent in the 
visual arts with their ability to call upon and consolidate 
thought, feeling and sensory delight—the full gamut of the 
human condition. 
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Figure 3. Map, Region of Paray-le-Monial 
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Figure 5. St. Lazare, 
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Figure 6. Autun, Stone Capital, 
Church 
Hugh Presenting the 
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Figure 7. 
Grapevine, 
Autun, Stone Capital, Upper Left, Child With 
Lower Right, Robert I, Duke of Burgundy 
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Figure 9. Autun, Reconstruction of North Portal 
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Figure 10. Eve, Autun, originally on the north portal 
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Figure 11 Autun, West Portal 
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Figure 12 
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Figure 13. Autun, West Portal Tympanum and Lintel 
Lefthand Side, The Blessed 
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Figure 14. Autun, West Portal Tympanum and Lintel 
Righthand Side, The Damned 
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Figure 15. Detail, St. Michael Weighing A Soul 
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Figure 16 Autun, West Portal, Lintel, The Damned 
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Figure 17. Autun, West Portal, Man Riding Basilisk 
Figure 18. Autun, West Portal, Balaam and the Ass 
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Figure 19. Stone Capital, Interior, The 
Cockfight 
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Fiqure 20. Autun, Stone Capital, Interior, The Magi Before 
Herod 
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Figure 21. Autun, Stone Capital, Interior, The 
Adoration of the Magi 
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Figure 23. Berze-la-Ville, Apse Painting, Christ in Glory 
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Figure 24. Autun, Stone Capital, Interior, The Suicide 
of Judas 
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Figure 32. Bois-Sainte-Marie, South 
Portal 
Figure 33. Montceaux l'Etoile 
m s 
-le -Due, W 
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Figure 33. Citeaux 
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Figure 38. Neuilly-en-Donjon, Tympanum and Lintel 
Figure 39. Neuilly-en-Donjon, Tympanum and Lintel 
Figure 40. Neuilly-en-Donjon, Left Corbel and Lintel 
Figure 41 . Neuilly-on-Donjon, Right Corbel and Lintel 
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Figure 44. Stained Glass, 
Chartres 
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Figure 49. Vezelay, Narthex, Right Portal 
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Figure 30. Notre Dame de Paris, West Central Portal 
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